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This thesis examines the fictional treatment of the topic death in three 
writers, Zhang Xianliang, Samuel Beckett and Albert Camus, of the 
century, presenting an age of life-in-death. Their treatments of death are 
believed to be the result of pressure from the socio-political background in 
different parts of the world. 
The first chapter is a brief sketch of the socio-political conditions 
affecting the three writers. It points out that an individual is by no means 
trapped in the relationship with the society, which makes them suffer from a 
deep sense of helplessness. The writers' personal experiences of being 
exposed to multi-national environment adds complexity to such relationship. 
r� 
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；Chapter Two examines how political power penetrates into the human 
mind and causes psychological distortion in the novel Getting Used to Dying 
習 1 貫 死 亡 � I t reveals the real power of the Chinese politics. The heavy 
sense of origin and history makes a Chinese identity for some writers a 
pressure rather than a homely feeling, requiring not just respect but total 
submission of the individual to the political interest. 
‘Chapter Three unfolds the unbearable situation of men in the 
I 
condition critics have called the "absurd." Through the simple setting of the 
novel Malone Dies where there is not much pressure on the human being, 
Beckett introduces another painful situation of "fake freedom". At a glance, 
men think freely on their own. Their thoughts maybe controlled by language. 




language. The novel generally brings out a risk: flow of mind may be led 
by language rather than exist independently. 
Chapter Four uses Camus's Outsider to stress the impossibility of 
escape from the situation of the absurd existence of man. In this 
existentialist novel, the self-indulgent attitude of the protagonist violates the 
social rules at that time. He becomes a traitor of the society. Hence, man 
is born being tied in a set of rules within the society. 
The conclusion in the final chapter provides a new refinement to the 
study of the topic spiritual death in different cultures. Although the three 
writers generally present a pessimistic view to human existence, their 
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The Displaced Man 
The "Displaced Man" refers to the displacement of people as a 
result of events in Europe after the Second World War and the 
displacements in China at the time of the Anti-Rightist Movement in 
1957. This generally brings a view of life where there is no hope or 
optimism. Such feeling intensifies after the Second World War, when 
people who had lost their homes and families were "displaced persons," 
who suffered intensely, and were disappointed by the inability to escape, 
and the inevitability of experiencing such horror. Disappointed by life 
experience, some people turn to death for relief, and as the only source 
V 
of jhope. According to Lawrence L. Langer in his book The Age of 
Atf'ocity, the “Second World War destroyed all the previous judgments 
about reality" (115). This is regarded as an age of hatred. Heroism is 
replaced by the fragility of man. Adaptation becomes the only way for 
human survival, which in turn results in a habitual mode of life, namely 
life-in-death. In such a world where creativity dies, some writers find « 
that what remains is only anguish and hatred. Hope, the luxurious thing, 
is available only in the fantasy of an afterlife. 
The novels discussed here are regarded as an artistic representation 
of mental suffering after realizing the incapability of human control over 
lif0. The three novels are all published after the wartime period: China 
has undergone civil war and Europe was swept by the two World Wars. 
Alvarez wrote, “The real resistance now is to an art which forces its 




the facts of life but the facts of death and violence: absurd, random, 
gratuitous, unjustified, and inescapably part of the society we have 
created" (Alvarez 15). By the time the writers wrote the novels, they 
were all exposed or had been exposed to great social changes caused by 
political events. In this chapter, I am going to examine the social 
background in causing the feeling of displacement to the writers. Also, I 
will see how the different cultures of the novels deal with death. 
Zhang Xianliang: a criminal of China 
Zhang suffers from an incurable psychological pain of loneliness 
and helplessness throughout his life. Although he was bom in a rich 
family in Nanjing in 1936, he was abandoned by his father. And later, 
V 
he ；led a poor life with his mother. "A lonely childhood that is deprived 
of warmth and laughter leaves the little mind of Zhang with emotional 
deficiency.”缺少溫暖與歡樂的孤獨童年，在張賢亮幼小的心靈世界 
留下了深深的感情缺憾（Zhang & Zhang 1) His publication of the long 
poem Dafeng ge 大風歌[The song of wind] brought him to a political 
struggle. He was condemned as a Rightist in the Anti-Rightist 
Movement in 1957. This was a great blow to his literary career. In the 
following eighteen years, he was classified as a political criminal and 
w马s placed in the lowest rank of society. He suffered from starvation, 
I 
i 
imprisonment and was put into the labor reform camp. All these 
experiences bring unbearable helplessness to him. He always mentions 
I 
that “deep in my heart there is always a nucleus of loneliness" ,[L�靈、深處 






Because of his personal experiences, Zhang's novels reflect the 
impact of Chinese socio-political environment. The World Wars raise a 
general sense of nationality to the countries, especially for China, where 
mass responsibility is emphasized. As a child in the course of the Second 
World War when China was assaulted by the Japanese and torn by the 
civil war, Zhang was educated in an environment when the individual's 
interests were subordinated to his country, China. There was a strong 
sense of nationality binding most Chinese to the country. As a result, 
people relied on the country for a sense of belonging and the only 
suitable place for their survival. Also, the strong sense of nationality 
tends to make Chinese people dismiss other countries. As a result, 
Chinese people develop a strong solidarity among themselves and they 
see： foreigners as “the other.,’ After 1949，the relationship between the 
government and people is brought closer when the government in China 
holds absolute power in controlling people's lives, so as to strengthen 
the ruling power. Under this environment, Zhang's fictional world is 
inseparable from the political issues. ‘‘I simply adopt the method by 
declaring that all of my novels are 'political novels,, in order to reduce « 
the literary sense in people's impression."我採取的方式是干脆宣布我 
所Y有的小說都是「政治小說」，在人們的印象中盡量減弱它的文學 
r r • 
”生((Zhang: Zhang Xianliang xuanji, 3) Through relating literature to 
society, he takes a practical attitude in writing novels. “I think that even 
a tiny bit of additional imagination or fakeness contaminates the work, 
t 






putishu, 3) His novels practically and directly reflect the down-to-earth 
situation of China. “I treat literary work as joining social activities. This 
makes good use of language: use meaningful tools to do meaningful 
work. So it is livelier than any other work which escapes from the reality. 
The greatest influence of politics to man is in soul and body; life and 
death. In this way, the politics I write directly touch the root of literature 





的終極價値(Zhang: Wo deputishu, 3) 
Zhang Zhiying and Zhang Shijia say that Zhang Xianliang's 
emphasis on the study of human self opens an innovative page for the 
study of man and society. "The characteristics and the greatest values of 
his work in this stage are the daring exposure of the deep hidden psyche 
of man, and the deep exploration of human nature."他這個階段倉[Jf乍的 
特點和最大價値是其對人的深層心理真實的大膽揭示，對人的本性 
白与深入發掘(Zhang & Zhang 6) In the foreword to his novel Wo de 
I 
\ 
putishu 我白勺菩提植寸[My Bodhi Tree], he mentions that he has a 
mission to project his personal experiences on to his novels: 
I 
This prolonged, large-scale, and ultimate destructive incident, 
like falling into a "correct route" in a hypnotic state, is a 
I 
； 4 
phenomenon that has never occurred in human history. It will be a 
valuable case for the study of history, culture, sociology and 
psychology. If I do not display the special historical and cultural 
phenomenon that I have encountered, I think I have been tortured 






且是對人類的一種罪過。（Zhang: Wo deputishu, 2) 
It 和 undeniable that Zhang's personal experiences provide a deeper 
understanding of the social influences on the human self. "Zhang's 
unique style and achievement lies in the autobiographical style of his 
novels.”最能體現他創作風格，最能代表他創作成就的，是他的那種 
自身經驗型的小說（Zhang & Zhang 7) His novels do not only show the 
historical reality like the abuse of power by the Chinese government, but 
also the inner reality like the psychological effect to people. They 
disclose how the inner self of a human being is distorted and tortured by 
i . , SQciety. 
,\ 
Zhang is enlightened by his near-death experiences. “Death 
seems to be the door to understanding life. Hearing its response to each 
knock, I can really feel the existence of life and the danger of life.” 死 
亡，似乎是探索生命之門，每敲它幾下，聽聽它的回聲，才更真切 
i . 5 
地感受到生命的存在，生命的危難 ( Z h m g : Zhang Xianliang xuanji, 
4) Gao Song says that the protagonists of Zhang's novels are sufferers 
living at the mercy of the government authority. “In his novel, the fates 
of those victims in the wrong trial, deserters, poor young prostitutes are 
not isolated. They are all pushed by the Leftist political route and the 
economic po l i cy . "在他的小說裡，那些受害者的命運在錯誤的一面 
，逃亡者，可憐的鄒妓，都不是孤立。他們都被左派政治軌道及經 
？齊®：胃ft 重力(Zhang: Zhang Xianliang xiaoshui jingxuan, 14) Zhang 
suggests the possibility to solve the problem by relating the source of the 
problem in the socio-political factors. He is not an escapist. He 
considers the physical and spiritual torture of near death experiences as 
valuable assets for his intellectual awakening. Because of this, “his 
novels are highly philosophical." 他的作品具有了沉重的哲理色彩 
• T 
(Zhang & Zhang 14) Zhang says his novel Xiguan siwang 習ff；死t： 
Getting used to dying] emphasizes the “sense of declining among the 
intellectuals” 知識份子的沒落感(Zhang: Zhang Xianliang xuanji, 3). 
It establishes a link between history and reality. Through the depiction 
of 'death experiences, the self-awakening extends from individual's 
awakening to social criticism. 
Zhang admits that he has a lust for life (Zhang: Zhang Xianliang 
xuanji, 2). Death is seen as a means for individual awakening as well as 
for: social progress. His novels point out the tension between an 
individual and society, which causes the feeling of displacement. It is 





Samuel Beckett: Expatriated from Ireland 
According to Vivian Mercier, looking for an identity was the 
conventional interest of the Anglo-Irishman at that time (Mercier 25). 
Although the Irish tradition offered Beckett a strong literary background, 
he simply could not taste the feeling of settlement and security. Mercier 
describes Beckett's identity predicament by quoting Martin Esslin's idea: 
"Esslin suggested, Beckett's identity crisis has been lifelong, but during 
the years 1930-37 he oscillated between Dublin on the one hand and 
London, Paris, Germany on the other before finally settling in Paris" 
(Mercier 30). His life outside Dublin was poor. He had trouble finding a 
publisher for most of his early work. Also, the active joining of the 
French Resistance during the Second World War caused Beckett to hide » 
in 'exile in Roussillon from 1942-44. His final choice of settling in 
France may be understood as a psychological satisfaction for personal 
achievement, for he finished most of his great works there and earned a 
good reputation from them. 
As Katherine Worth has suggested, Beckett's shift to French may 
« 
well have been a natural consequence of his work in the French 
I Resistance: forced to play the role of Frenchman in the tense and 
i 
? terrible years of subterfuge and hiding during the war, he 
reemerged after the war as, so to speak, a French writer 
I (Friedman, Rossman and Sherzer 37). 
His translation of his own novels from French into English shows 
Beckett's attempt to break away from the strict censorship of books in 
1 
: 7 
Ireland. In the book Beckett Translating/Translating Beckett, Marjorie 
Perloff studies the intention of Beckett's shift from writing in English to 
French as follows: 
Beckett longs to escape from the oppressive world of his bourgeois, 
suburban childhood, especially the painful love-hate relationship 
with his mother. Add to this, as Vivian Mercier points out, the 
dilemma of the Protestant Anglo-Irish writer who can never be 
wholly English or wholly Irish, a dilemma Beckett resolved by 
exiling himself from both and adopting French as his language. 
(Quoted in Friedman, Rossman and Sherzer 37) 
Beckett went to Paris in October 1928 for two years as exchange lecturer 
at the Ecole Normale Superieure. Thomas MacGreevy was his 
pr动ecessor in that post. He became good friend of Beckett and 
introduced Joyce to him, which prompted a great awakening in Beckett's 
literary work • He mentioned his reason for leaving Ireland in a letter to 
Thomas McGreevy: “I didn't like living in Ireland. You know the kind 
of thing --- theocracy, censorship of books.... I preferred to live abroad" 
(Cooke 8). The English translation of the novel shows the cultural « 
influence of constructing a fictional reality. The novel, namely Malone 
meurt, was originally written in French in 1946 and published in Paris in 
1罗 1. It was then translated back to Beckett's mother language into �� 
Malone Dies and published in 1956. Mercier points out that even when 
he writes in English, he rarely uses Irish dialect. It marks the first literary 
i 
attempt of expatriating from Ireland, for he treats the French text as the 




Being both the writer and the translator in Malone Dies, Beckett is 
free to make changes in the English version. “Translation then becomes 
an exercise in disruption rather than transposition" (Hill 46). The 
bilingualism of Beckett in The Cambridge Companion to Beckett is 
understood as a result of lack of psychological security and identity: 
Where, if it is not secure in French or English, is the imaginative 
site to which Beckett's mature voice moves? This site is, 
undoubtedly, a place of great privacy. It has a monastic austerity, 
a feel of being deliberately apart from the anchored, detailed, 
material world of either culture -or any other...Slipping from world 
to world, the author maintains a voice that inhabits margins, 
；,thresholds and anonymous quiet spaces, often in transit or in 
solitude. Bilinguals is a strikingly original way of preserving 
freedom and anonymity, and of resisting the assumptions and 
expectations of a specific culture. (216-217) 
Yet, his 
writing in two languages does not bring him a sense of I 
belonging. Rather, his exposure to different languages only makes him 
more like a drifter. 
Much of Beckett's later work is the result of a continuous process 
of stripping, peeling and paring away: he has learned that for him 
at least the secret of universality lies not in being able to write in 
I 
several languages at once or to parade before the reader characters 





Night"— but in presenting, to use Lear's words, "the thing itself; 
unaccommodated man...no more but such a poor, bare, forked 
animal as thou art" (Mercier 37). 
Beckett's feeling of being displaced resulted more from his 
personal experiences during the wartime. His suffering is not political 
but personal. By the time he is writing Malone meurt, the most 
autobiographical of all Beckett's fiction (Bair 374), his physical 
condition has deteriorated and he was under immense pressure. Bair 
points out that Beckett's stubborn insistence in finishing the novel 
despite his physical pain and exhaustion is because of his relentless 
pursuit of himself through the continuation of writing. This is projected 
into the same situation as Malone (Bair 376-377). In this case, he has 
V 
neVer stopped searching for his own identity. 
: : D e a t h , in Beckett's fictional world, means displacements and 
i 
habit. He assumes that human beings are in the process of dying. In the 
autobiographical note in Watt, Beckett writes that "for Beckett man is 
always in the process of dying, the phrase 'dying in London' may be 
taken as roughly equivalent to 'living in London'. It was Samuel Beckett, « 
of course, who was 'living-dying' there during the years of misery > 
following the death of his father" (Harvey 203). His characters are all in 
I 
a，、onstant struggle for survival. Zyla, Waladymyr T. and Ay cock, M. 
.� i 
Wendell conclude Beckett's general view of life in the book Albert 
Cafnus' Literary Milieu: Arid Lands as follows: "He views the world as 
basically absurd and his representations of humanity are bleak indeed: 
characters who are lame, blind, encased in earth or in jars, legless, 
armless creatures suffering or dying" (Aycock and Zyla 63). He 
) 10 
emphasizes the deficiency of life so that being alive means to suffer. 
Aycock and Zyla also point out Beckett's characters' absurd attachment 
to life as a struggle against death: 
In a universe where the manifestation of life is not a heartbeat but 
the word, they continue to speak, write, think-continue to be. 
The perception of self through language is the sign of living, a 
paradoxical chase after one's own tail: as long as I exist, I have to 
express that existence, as long as I express it, I exist. (64) 
The emphasis of existence implies the expectation that there are 
meanings in life, the characters are all waiting for them to arise. 
Another death in literature is the displacement of Beckett's 
characters, which once again results in identity crisis. "Beckett-Murphy 
must die in order to make way for his successor, Beckett-Watt" (Harvey 
204). For example, the novel The Unnamable is the symbolic 
I 
representation of the death of one's identity. The characters carry the 
same problem of being displaced. "The characters who came running 
were, like the hunchback, simulacra of the author's self. But it also 
means that as simulacra, as supplements, they were not that self but « 
displacements of it" (Begam 128). The shifting and displaced identities 
fail to find an appropriate settlement. 
� I n the novel Malone Dies, the protagonist is lost in the world of 
reality, as defined by language. Richard Begam says that Beckett was 
greatly influenced by Joyce, who "revolutionized literary language not 
by rendering it more sophisticated-as is usually thought-but by freeing it 
from verbal abstraction and refinement. Hence, Joyce has 
"desophisticated language", returned it to its primal origins in sign, 
: 11 
symbol and gesture" (Begam 33). Harrington says that Beckett assumes 
that suffering is the only alternative to habit (Harrington 26-27). So his 
intention to disintegrate language in his novels is because "he feels that 
the use of language is a rule-following activity...predicated by customs 
and by conventions" (Alan, Charles, Dina 49-50). His attitude for death 
is clearly stated in the play Waiting for Godot Habit is a great deadener 
(52). 
Albert Camus: the Outsider in Algeria 
Camus suffers from an intolerable feeling of loneliness. In the 
book Camus, Conor Cruise O'Brien points out the identity conflict of 
Camus. He was torn between being a local Algerian or a French intruder. 
Cakus was born in Algeria in 1913. He was bought up in a poor family 
when his father died soon after his birth. His mother supported the 
family by working as a charwoman. O'Brien found that Camus was 
"growing up among the poorest of the European working class" (O'Brien 
10). On the one hand, he was brought up in an Arab society; on the 
other hand, his intellectual culture was regarded 
as that of the French « 
middle-class youth of his time when Nietzsche, Barres and Gide had 
powerful influences. "It is quite clear, though never explicitly stated, 
\ I 
that his Mediterranean culture is a European one and in Algeria a French 
one" (O'Brien 12). He concludes that "Camus is a stranger on the 
African shore, and surrounded by people who are strangers in that 
France of which they are legally supposed to be a part" (O'Brien 14). 
Unlike Meursault, Camus was an activist in Algerian politics. 
However, this only further drew him into the racial disputes in Algeria. 
； 12 
He wrote the novel L 'Etranger/ The Outsider in 1941, during the 
Second World War. Living in Algeria, he was not directly threatened by 
that war. However, he was continuously under the pressure of French-
Arab conflicts in Algeria. Philip Thody finds that Camus，s loyalties 
were divided. (Thody: 1989, 34) He joined the Communist Party in 
1934 in order to fight both the colonialists and the French fascists and 
left it in 1937. His attempt to fight for the Arab under social exploitation 
put him in an embarrassing situation. As the tension between the French 
and the Algerians was intensifying, Camus was forced to take sides in 
order to survive in his political life. Braun describes the condition of 
Algeria in his book Witness of Decline as follows: 
In Algeria, the political polarization was still more marked than in i 
i 
) m e t r o p o l i t a n France. There, it was only too obvious that modern ‘ 
r 
' s o c i e t y lived by two sets of values. The French schools taught 
Arabs, Jews, poor whites, and rich whites indiscriminately the 
Rights of man and the principles of civic liberty, while big 
colonists grew fat on Arab labor, and Arab intellectuals were 
refused naturalization. In a country where the poor are poorer and 
m 
the rich more insolent, political strife acquires more bitterness 
； than elsewhere. The situation in Algiers when Camus was 
L studying was a magnified image of the trouble that was brewing in 
the streets of Paris. (Braun 32) 
In his notebook III, dated 7th September, 1939, he says that the 
war had destroyed the hope in human relationship. He suffered from 
unbearable loneliness. 
Humanity in general, the crowd, can offer nothing. It was treason 
； 1 3 
to believe the opposite. We die alone. They are all going to die 
alone. Let the man who is alone at least keep his scorn, and the 
ability to pick out from this terrible ordeal what serves his own 
greatness...It is in this terrible loneliness both of the combatants 
and of the non-combatants, in this humiliated despair that we all 
feel, in the baseness that we feel growing on every face as the 
days go by. The reign of beasts has begun, (cited by Thody: 1970, 
252) 
His personal experiences are projected into the novel The Outsider when 
he illustrated the alienation of human relationship in the novel (Will 210). 丨 
Leading a life inseparable from the socio-political influences, Camus 
developed his own philosophy that human beings were living at the ； 
j 
^ I 
metcy of the society, or to be precise, social conventions. "His 
'> i 
！ 
understanding of the character is therefore tied to his general i 
philosophical position and, from his own perspective, the internal needs 
I 
of the work" (Bronner 37). In Thody，Philip's book Albert Camus, 
Camus says that his characters reflects the conflicts between an 
individual and the society. 
* 
I wanted my character to be brought face to face with the one great 
； problem by way of everyday and natural events. In this chapter as 
k in the rest of the book he restricts himself to replying to questions. 
Previously, the questions were those which the world asks us 
every day- now, they are those that the chaplain asks him. Thus I 
！ define my character negatively. (Quoted in Thody 209) 
Germaine Bree, who studies Camus丨s ideas, points out that his novels 
are the projection of his personal experiences, greatly affected by socio-
丨 1 4 
M 
political factors: 
What happens within the span of each life, however trivial, 
counts and counts absolutely. Hence Camus' outcry against all 
that mutilates human beings, and that outcry establishes the link 
between his fictional work and his socio-political actions. It is 
from that view of man that Camus postulated an ethic of 
commitment rooted in human emotions and solidarity. (King 188) 
According to O'Brien, Camus's unspeakable intimacy with the 
Mediterranean culture is criticized as a supportive act of France's 
possession of Algeria. Germaine Bree says that “Camus described 'as 
none before him, not only the beauty of the African coast and the glory 
of an inexhaustible sun but 'also the peculiar temperament, ethics, 
attitudes and language of the native Algerians with whom he felt more at 
home than with anyone else'" (O'Brien 10). This is shown in the 
spiritual union of Meursault with the Algerian nature. When Camus 
claims his support for a "Mediterranean Culture" in 1937, that 
emphasizes the preservation of eastern and western culture in Algeria, 
the culture is regarded as a European one and specifically a French one in 
0 
Algeria. In The Outsider, the Arab characters have no name while even 
i 
the minor European characters have. This labels the gap between the two 
I 
races. Also, Meursault's refusal to work in France represents a sense of 
being stuck in Algeria. O'Brien argues that Camus himself has silently 
recognized the impossibility of mutual acceptance of both races (O'Brien 
13-26). Therefore, it is reasonable to say that Camus,s sense of 
displacement is resulted from his dual cultural identity between the 
French and the Algerian, which were constantly in conflict. 
I 
, 15 
Camus's view of death is understood as the death of human 
consciousness. As recorded in Oxenhandler, Neal's book Looking for 
heroes in Postwar France, Camus presented his pessimistic view of life 
ill his Nobel speech by saying that his generation had inherited “a 
corrupted history where mingle failed revolutions, crazy technologies, 
dead gods and exhausted ideologies, where mediocre powers can destroy 
everything but no longer know how to convince，where intelligence is 
debased into becoming the servant of hate and oppression" (Oxenhandler 
72). 
As Camus discusses in his essay The Myth of Sisyphus, life is 
absurd in nature and therefore, man is torn between the painful decision 
of suicide, in order to get rid of the situation, or accepting that life is 
nothing but absurd. Koenig discusses the existentialist idea in the book 
‘ I, 
Existentialism and Human Existence as follows: 
On the one hand the experience of the absurd initiates a feeling of 
dread because its power breaks through the ordinary and familiar, 
the whole realm of habit and routine that fails to give man to 
himself; in its own way it is an experience of death: "this divorce 
between man and his life is properly the feeling of absurdity"; 
； on the other hand, it is a starting point in which a fundamental 
option is present to man's freedom. (13-14) 
In the climate of absurd experience, the Existentialist philosophy grows. 
Camus adopted a reductionist approach where the complexities of life 
wei^ e reduced to the simple experience of existence. “For within the 
horizon dictated by the absurd everything is returned from the world of 




freedom" (Koenig 20). Based on the attitude that “the real consequence 
of the experience is to produce in human consciousness 'a total absence 
of hope' (which has nothing to do with despair)" (Koenig 18), the 
absurd life is the conscious existence in the world of nothingness. Braun 
concludes that what Camus suggested, in fact, is an inhuman life, 
detached from the practical world. It is based on two virtues: The first 
one is lucidity and the refusal of illusion, that is, stay true without 
i 
cheating; the second one is the acceptance of ultimate nothingness in 
generosity, the readiness to give up what is most vital, and face utmost 
detachment (Braun 23). This is rewarded by the inner peace of 
i 
innocence. His way of existence is then an individualist detached from I 
• I 
i 
human politics. In this way, happiness lies in the sense of unity with the | 
<r I 
sensuous world. Especially when he had been tormented by human 
politics, life only means peace. Rosemarie Jones studies the different 
between physical existence and spiritual existence in her thesis The 
Relationship between Man and the World in the thought of Albert Camus 
in this way: Although death may disturb the peaceful life by taking away 
the physical existence, it does no vital effect to the mental life since the 
mental states of consciousness has over-compensated by the body (Jones 
I 
18). In a word, the denial of mind that Camus suggests results in a 
deadening life of man. This lays the blueprint of the story of Meursault � 
in The Outsider. 
All in all, the personal experiences of displacement that the three 
writers underwent reflect the psychological torture in the age of atrocity. 
People are generally disappointed by their life experiences when their 




compensated for a particular in culture. The authors generally present a 
vivid picture of their specific attitude to life in their novels. These 
attitudes are then regarded as an "art" that suggest a way to soothe men in 
their painful existence. "We had fashion for ourselves an art of living in 
times of catastrophe in order to be reborn before fighting openly against 
the death instinct at work in our history" (Camus's speech quoted in 












The Fragmented Self in Xiguan siwang [Getting Used to Dying] 
習慣死亡 
Li Yang points out the importance of the title of this novel in his essay 
“Xiguan siwang xushi p ip ing"習 1 貫死亡敘事批評 [ A critique of the 
I 
narrative in Getting Used to Dying] that it reveals the psychological torture | 
. . i 
the Chinese intellectuals suffered during the Anti-Rightist Movement in j 
1957. ''Xiguan siwang presents a character who, after having undergone a ；' 
series of death tortures like ‘fake execution,' ‘failure of suicide,' as well 
I 
as 'survival from death,' leads a life of playfulness and deception" (21). 
To him, life is but a habit of continuous threat and fear. He is paralyzed by 
h 1 
the (feeling of "dying," resulting in "the death of spiritual self." In the 丨  
I 
f 'j 
short term, the habitual life soothes him from the psychological stress 丨 
which is caused by the social and cultural environment. A deeper analysis 
reveals that this causes him psychological imbalance. Only when the habit ! 
I 
is killed can he be a normal human being, living with a complete physical | 
I 
and spiritual life. Therefore, the death that the narrator has been longing ！ 
着 
for represents a hope for salvation, in order to get rid of the sense of loss | 
I 
and confusion caused by the threat of the authorities. 
t^  Zhang adopts the interplay of split selves of the protagonist as a 
presentation of psychological tension. At a glance, the novel is a journey 
of the narrator when he leaves China and travels to America and France in 
I 
1987-1989. It is in fact a presentation of his own mental journey that 
begins from the Anti-Rightist Movement in 1957. The narrator claims that 
I 
, 19 
what we are reading is in fact the novel he himself is writing. He 
repeatedly retreats from time present into memories of his life in China. 
More importantly, the novel is also a mental journey to his unconscious. 
The splitting of selves takes place right at the beginning of the story. 
Although the novel is written in first person narrative, the “self’ of the 
protagonist is split into two characters, representing different voices. 
Therefore, within the narration of the “I,” there are multiple interpretative 
points of view of the split selves. The novel, then, is an exposure of the 
mental journey to the unconscious of the protagonist, revealing the 
problems that lead to the splitting of his self and the reunification of them. j 
Henceforth, the novel has a stratifying structure so that the narrator's j 
丨  
journey of physical travel covers up his mental journey. In this chapter, I ： 
• f 
will- focus on three perspectives of death treated in the novel: first, the I 
、'： i 
traditional Chinese ideology in bringing about the split of self in the 
I 
protagonist; second, the voices of the two split selves and their tension; ！ 
i 
and third, the role of death as an ultimate resolution. 
This novel is written in an autobiographical style; the narrator is 
telling his story of being persecuted during the Anti-Rightist Movement. 
Structurally, the novel is divided into five parts, presenting an account of 
I 
the personal experience of the narrator. The narrator is an intellectual. 
S . 
Under the first person narrative, the novel gives an illusion that it is an 
\ 
account of the real experience of the narrator. The novel is then read as the 
outcome of the narrator's unconscious drives. By presenting the story, the 
nairator is able to trace the problems that lie in his own unconscious. Also, 
the incidents in the novel are not arranged according to a chronological _ 
time sequence. The shifting back and forth among memory, imagination 
and the reality represents the stream of consciousness in the narrator. I 
The absence of names of both the protagonist and other characters I 
leaves the novel with a twofold presentation of the external realistic I 
experiences of the narrator and his psychological experience. The main I 
problem of reading this novel is that the readers may find it puzzling to tell I 
one character from the other, since they are not given names. For instance, I 
the two characters in part one of the novel are addressed as “he，，and “1” I 
• 
respectively. In part two, more characters appear as "he," “she,，’ “you” ；; I 
I 
and "I". The interplay of these characters gives multiple interpretative j I 
i I 
points of view. Without using a name to identify a voice to a specific I 
character, the novel allows the pronouns to represent multiplying voices j I 
and roles. Thus, they are not restricted to the presentation of the realistic I I 
• 
expferience of the narrator, but also include the voices of the split selves of | I 
the'narrator. "When you are observing them [the characters], you can ！ I 
imagine them to be anyone, even yourself (Zhang, Xiguan siwang xushi I 
piping 習慣死亡敘事批評： 1 0 4 ) . As the novel focuses on the ‘ I 
psychological conflicts and tensions in the narrator, the use of pronouns ： I 
leaves room for the interruption of the characters' stream of consciousness I 
at any time, while portraying the actual situation. For example, the I 
character “he” in part one represents the narrator as a person and his split I 
s. I 
SQlf at the same time. The character “you” may be regarded as the spit self I 
|H 
of the narrator and his mistresses as well. So the identity of the characters I 
is determined by the context. I 
Zhang also comments on the absence of names of the characters as a 8 
result of the social torture. “They do not have names....This is not the i 
problem of narrative technique. When a person lives in a way that even i 
I B B 
21 I 
the name becomes a burden to him, he certainly does not want to add I 
anything more to the objects he creates"^ (Zhang: Xiguan siwang xushi I 
piping 習 1、貫死亡余j(事社t評，104). The reason for his psychological | 
exhaustion can be traced back to the setting of the novel. The main focus I 
of the story takes place around the Anti-Rightist Movement in 1957 till • 
1989. The various social movements in China in the 1950s had caused I 
！ • 
great psychological pressure to the intellectuals, resulting in their feeling I I 
of shame and fear. As Lin Jing points out in the book The Red Guards， I 
Path to Violence, the Anti-Rightist Movement in 1957 put the Chinese j I 
intellectuals into “intellectual reform" and changed their social identity to | I 
that of the working class (147). Their creative and critical thinking was I I 
strictly censored lest their criticism on the Party might shake other I 
people's trust and obedience. "They are not only proved as deserving of I 
I 
suspicion; they had to ‘pay’ for questioning the authority of the CCP and I 
Chairman Mao' (147). The frequent activities of public confession, self- I 
criticism and mutual criticism destroyed their self-esteem. Being the I 
witness of the political changes in China, the protagonist is also a typical I 
victim of the social changes in 20th century China. In the novel, the | I 
protagonist is accused of being a Rightist and is sent to labor reform camp I I 
I 
for three years. He contemplates suicide and is almost dead due to 丨 • 
stajFvation when the famine occurs. Then, he is accused of sabotaging | • 
production and being counterrevolutionary during the Cultural Revolution | I 
and spends nearly ten years in the labor reform camp until he is • 
I I 
rehabilitated in 1979 when Deng Xiaoping rises to power. 8 
The novel redefines the concept of love from a spiritual to a • 
physical level. It brings out a world where man and woman relationship 1 
I 顔 
； 22 I 
‘ ； ^ ^ 
breaks down into mere superficial contact. On the way to visit Jing Hui in 
San Francisco, the narrator thinks that the love stories of the character 
“he” always end in tragedy and that he has never tasted the real feeling of 
love. “In the year when he was sixty-five, he looked back on the various 
stages of his life and discovered that he had depended on a woman in every 
one. Each of the stages had also been linked by women. He could not 
remember a time in his life when he had been without a woman" (23). His ^ 
dependence on women in his life reflects his psychological need for 
physical love. It is ironic that the relationship never works out. "Love : 
f 
must end in tragedy before it can be perfect" (16) becomes his excuse to ！ 
comfort his sorrow. ! 
In the story, his relationship with women only ends up in a lustful 
V ] 
male gaze. “I enjoyed the swivel of your hips from the rear, their rhythm 
[ \ 
like' a flow of water bringing life to all around you (75). Love, the closest ) 
• V 
i； 
emotional affection of a human being, is degraded into a superficial | 
I 
I 
physical contact of the two sexes. He engages in a love affair only for the ‘ 
concern of the physical satisfaction of sexual desire that can be derived 
from the intimate relationship with the opposite sex. As commented by the 
character “I,” "The truth was that his heart could no longer accommodate 
love" (20). As a result, “love，to him, is only the physical contact of 
naked bodies" (22). His incapability to sense the feeling of romance is due 
to the absence of spiritual life in him. His concern with the satisfaction of 
physical desire shows that the character “he” represents the irrational self 
of the protagonist backed up by the "pleasure principle" built up in the id. 
T h e a i m � f h i s l i f e i s t � s e e M e a s u r e b y 删 — h e p h y s i c 仏 ^ 
id (Hall 22). “Please forgive me. I want to make love with you simply to I 
prove to myself that I exist" (113). It is clear that the protagonist fails to 
live in a human way for he loses an essential element of human being: 
soul. 
The inhuman life is regarded as a psychological compensation to the 
material deprivation that he encountered in the past. Tracing back to his 
earlier experience in China, the character “1” finds that the split “he” has 
been exposed to an environment of extreme lack in material satisfaction: 
As he watched the steam of the boiling water that was being passed 
around, and listened to the sucking of hot sips of water, he 
swallowed a large mouthful of saliva. He had lived through China's 
Great Famine in the labor camps, and he knew well that the 
secretions of the body were precious. Both urine and saliva had 
V , • 
: their uses in an emergency. 
：' Also, if you did not allow yourself to shit for a long time, you 
I 
could make believe that there was actually something of substance 
in your stomach. This allowed you to think that you were fully fed 
and that you need not, like others, droop dead along the road. This 




Tortured by the lack of food, the character "he" has a strong desire for 
food. This is shown in his love affair with a woman in City B of China，in 
s 
the year 1961. In order to meet him, she risks lying to the labor reform 
troop leader that she is his fiancee. But he does not treasure her sacrifice. 
"She whispered, that summer day, that she wanted to hear me sing it one 
last time ~ but I was hoping that she would leave early so that I could start 
in on the food she had brought" (53). His main concern lies in the food 
； 24 
because he is too hungry. He is considered to be a worshipper of “realism” 
(53) because “[he] had never accurately measured the enormous weight of 
weightless feelings" (53). Between love and food, he chooses the latter, 
for the realistic satisfaction he gets. "He has long known the value of a 
piece of bread, a length of rope, a torn blanket. All man's scholarship 
talks of the inner life and extols ideals, but in reality everything confirms 
that the important things are what a man can physically hold in his hand" 
(43). Because of this, the protagonist's mind is preoccupied by the desire 
for food, leaving no room for spiritual elements. So his insensitivity of 
feeling and emotion makes him like a living corpse. Comparing love and 
food, the latter is scarce in China. It is fair to say that his spiritual death is 
caused by the physical lack. 
V" 
According to the narrator, China has been adopting the ideology of ；j 
I h 
asceticism (87), which results in the overall lack of material and physical � 
‘ ；] 
satisfaction. In the mid-20th century, Chairman Mao advocated the idea 
“Turn spirit into matter’，（44) as a political education to all the people. In 
fact, this spirit is rooted in the traditional Chinese ideology. In the speech 
"Renshen de yiyi”人生白勺意義[the meaning of life], Yin Hai-guang 
‘設海光 says "Our traditional cultural value tends to focus on the spiritual 
J 
leVel, and pay less attention to the physical level. The independent 
^ I 
structure of the two levels makes our culture like a high building, with 
people on the upper floors playing flute; while those working people in 
the lower floors suffer from hunger" (Quoted in Chen 188)3. Yin raises a 
I 
famous saying in the Chinese culture: [It is a trivial matter to die of hunger, 
but it is unacceptable to lose your reputation] Esi shixiao; shijie shida 厂倉我 
1 
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死事小；失fp事大」Chairman Mao brings this spirit to the climax by a 
strict repression of all physical and material desire. As a result, Chinese 
culture poses a dichotomy between physical and spiritual aspects, that the 
former is repressed and the latter is praised. So Chinese culture has 
distorted the human self by putting two elements, which are originally 
mutually existing, to opposite; there is no way for them to merge or 
overlap. The protagonist is a typical outcome shaped by such a social 
environment, with his self split. "Bizarre experiences in that country had 
battered my body and cracked my soul" (70). His self is also split into a 
physical self, representing his physical desire; and the spiritual self, who 
is constituted by the moral values and judgment of the social and cultural 
environment in China. As a result, the self of the protagonist is culturally 
v" 
formed. "Extreme abnormality had been forced on him by the 
I 
environment, just as a certain environment created a murderer" (62). In 
Civilization and its Discontents, Freud points out the human civilization 
is obligatory in nature, that it establishes the institution of a humanitarian 
ideal at the expense of the necessities of nature (Freud: Civilization and its 
Discontents, 92). He mentions the close relationship of the external « 
environment to human psyche: "Thus we know of two origins of the sense 
of 丨guilt: one arising from fear of an authority, and the other, later on, 
arising from fear of the super-ego" (Freud: Civilization and its Discontents, 
74). The external environment exerts deep-rooted psychological threat to 
men as it strengthens the power of the super-ego. The split of self is, 
therefore, understood as a psychological alteration in order to escape from 
the punishment of guilt feelings. Only when the psychological self is 
compatible with the external environment can he be relieved of the 
26 
tension. 
Furthermore, as the split selves are culturally constituted, their 
relationships are seen as a miniature of society and people, with the 
physical self existing under the mercy of the spiritual self. Due to the spirit 
of asceticism in China, the spiritual self "I" owns power and authority 
over the physical self. It obtains power from the Chinese cultural ideology 
that spiritual matter is considered to be superior. According to the slogan 
of Chairman Mao, “Turn Spirit into Matter" (44), spiritual prosperity 
precedes the physical one. Carrying Chairman Mao's authority, this spirit 
becomes part of modern Chinese civilization. In contemporary China, 
physical satisfactions like sex and hunger are considered to be an 
individual's interest, which is not accepted by the socialist ideology 
V I 
emjphasizing the collective interest at the expense of an individual's 
pleasure. So the social unacceptability of physical desire has put the 
physical self “he” in a passive and powerless situation, continuously 
under the threat of persecution. This arouses the unconscious guilt feeling 
and further drives him to self-destruction. 
Every neurosis conceals a quota of unconscious sense of guilt, 
which in its turn fortifies the symptoms by making use of them as a 
: punishment...When an instinctual trend undergoes repression, its 
1 . . . 
》：libidinal elements are turned into symptoms, and its aggressive 
components into a sense of guilt. (Freud: Civilization and its 
Discontents, 86) 
So 'the suicidal acts of the character “he，，reflect the aggression that turns 
inwards as a result of intense guilt feelings. The character "I" comes to a 
conclusion: “To destroy him completely would be his only salvation" 
I 
I 2 7 
(12): 
Later he dragged his body and shattered soul all over the world. 
While others thoughts he had found happiness, he felt only pain. I 
learned that his hoped-for happiness was a sham, and his pain was 
a sham too: I know at last that his shattering had been irrevocable. 
He would have to be reborn. So I decided to put him to death. (11) 
The title of the novel, Getting Used to Dying, is clearly presented in the 
spiritual death of the protagonist. However, the pain of the physical self 
！ 
reveals that the split of selves is not an efficient way to end the suffering. | 
{ 
i 
The character "he" has to die so that the psychological distortion can be ' 
ended. The spiritual self “1” plays the role of the alter-ego, killing the I 
physical self “he”. This represents the killing of all the desire in the ego of , 
y" .丨 
the protagonist. “It is no longer clear to me when I began to want to kill | 
I 
him； after the two of us had parted ways" (3). The killing of the ego leads ‘ 
to the destruction of the self too. The selfless state then becomes a 
transcendental state to free the self from the social constraints. Therefore, ‘ 
the urge for death as a kind of salvation is clearly stated in the very 
beginning of the novel. “At the moment he died we two joined as one, and 
it was a coupling that transcended love-making with any women" (3). In 
his death lies a hope for the reunification of the split selves and a 
( 
reconstruction of a spiritually healthy human being. 
The journey in America in Part Two of the novel proves that the 
psychological pain of the protagonist has transcended time and space. The 
protagonist starts his journey by traveling to America, a country 
representing freedom and material affluence. He hopes that he can get rid 
of the experiences in the past and start a new life in a new place. ‘‘A 
i 
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vagrant sits by the corner, playing his guitar. I pull out the change from 
the taxi ride and throw it into his hat. My satisfaction is equal to his as I 
hear the clink of coins-I have enjoyed dispensing these handouts all 
around the world. The pleasure comes not from my beneficence, however, 
but from the concrete proof that my luck has turned" (71). Thinking that 
he has left China and therefore has successfully “escaped” from the social 
environment of physical and material deprivation, the character “he,，loses 
himself in enjoying the capitalist material life. However, his memories of i 
the painful experiences keep bouncing back. For example, the smell of ； 
i'j 
yellow soybean after he makes love with Jing Hui prompts uncontrollable :: 
r i j 
hunger: ^ 
I 
I The smell of yellow soybean meal makes me hungry-the very 
V' 
V' 
: t h o u g h t of it makes me want to eat...To be honest, everywhere I | 
:’ make love with a woman I search for that smell-on the bed, the sofa, t 
• . 玲 
the lawn, the rig, in the woods，in the shower. Without it, I can't : 
feel completely satisfied. Some women claim that it smells like ” 
shrimp, others say fish or fermented milk, while Natalie compares 
it to the smells of the pipes in a cathedral's pipe organ. Whether the 
comparison is secular or saintly, common or divine, I disagree with 
them all. I pigheadedly protect my yellow soybean meal in the same 
I 
way that I would a patent.(187-188) 
This yellow soybean powder reminds him of the "restorative pill" he took 
whenever he was sick in the labor reform camp. Under the prolonged 
torture of hunger, the "restorative pill" which is composed of red sugar, 
yellow bean powder and wheat, means a tasty food to him. The character 
“he” has internalized the past experience that he smelt the yellow soybean 
2 9 
powder of the “restorative pill" before he actually took it. The smell itself 
becomes a satisfaction to him, even though before he made love to Jing 
Hui, they had already enjoyed a great dinner, eating oysters and drinking 
whisky. His pursuit of the illusory satisfaction of feeling full up through 
the memory of the "restorative pill" is a projection of his hunger as a result 
of lack of food in his earlier days in China. The feeling of hunger is 
internalized in his unconscious that it has become a habit to him, which is 
•j 
impossible to be compensated for material satisfaction in his later life. 
The emphasis on the sexual relationship is seen as a physical | 
compensation for the spiritual torture after prolonged repression and threat. : 
I 
In the overseas countries, the character "he" spends a large proportion of ： 
life having affairs with different women. His active involvement of man ; 
y 1 
and Woman relationship reveals the nature of life: man is born imbedded | 
in thte social network, he can never escape relationship. Clearly, the 
J J 
protagonist has jumped from the political relationship in China to a : 
romantic relationship in America, and later in other countries. Being ‘ 
repressed and belittled by the former relationship, the character “he’’ 
expects that he may revive his feeling through the latter relationship. But « 
he cannot love, the man and woman relationship once again breaks down 
i I 
in the bodily excitement of sex. Leaving Jing Hui, the protagonist goes to 
Atlantic City and makes love with a woman. After the sexual satisfaction, 
V 
the spiritual self “I” cries “the End" to him, leaving the physical “he,，in a 
sense of terror. This is the experience the physical self "he" used to have 
when he was in China. Here, the spiritual self plays the role of superego 
of the protagonist. So the character 'T ' is composed of the moral values of 
society and is backed up by the reality principle checking the desire of the 
1 
3 0 
physical self. “Yet now the words 'The End’ began to pursue him, 
whether he was speaking in public or making love to a woman. He only 
needed to be greatly moved or disappointed for me to shout these words 
into his ear,’ (6). The words “The End" are a symbolic persecution, 
stopping the physical self from deriving satisfaction. At the same time, 
they demonstrate the power of the party by reminding the narrator of his 
powerlessness and helplessness. Similar punishing agents like the vision 
of having a gun pointed at him and the feeling of bloodshed also mean the 3 
same persecution to him. Now the physical self finds that his desire is still 
'：二 
punished even when he is in America. “I became aware of my terror ) 
‘i 丨 
because of our lovemaking several hours earlier. Making love with you or ^ 
‘ i 
with any other women always brings back dying that time" (134). The j 
sen兹e of terror comes from the guilt feeling that he is not socially accepted. 、！ ； 
The' punishing system has in fact entered into the protagonist's ： 
unconscious, which keeps on checking his desire even when he is exposed � 
to another socio-cultural ideology. While punishing the physical desire, “ 
“the End" brings the narrator back to the painful time in the past. Since he 
is still under the control of the punishing system, the present life and that 
* 
in the past do not seem to make any difference. So the changes of time and 
space do not change the life of the protagonist. The physical self s attempt 
to i^ee itself from the cultural restriction of physical desire by entering the .� 
materialist society of America proves to be a complete failure. “Every 
time he left China he thought he could leave the past behind, but like the 
skin on his body, past events took to the air with him" (68). He is trapped 
in the same repressive system which has consolidated in his unconscious. 
‘‘Then I laughed, realizing that I had remembered wrongly again. I had 
i 
； 3 1 
hauled something from the life before last into the life I am leading today. 
A person can be buried by the past if his memory is too strong" (117). 
Leaving China only further proves the hopelessness in reviving his 
feelings. 
His present submissive attitude is actually the habit that has so 
consolidated in his unconscious，his guilt feeling is long cultivated by the 
government authority. ‘‘Yes, in order to win the approval and forgiveness 
of the Revolution, all that intellectuals can do to prove their sincerity is to 
die" (102). Therefore, death becomes a relief to the narrator because it ij 
means that he is accepted and forgiven. In China, he was put to | 
N 
accompany execution. His punishment was not to die but to feel the fear i 
of near-death experience. Through this, he is reminded that he is guilty. 
• f • 
This psychological punishment leaves a deep-rooted influence on him. ll 
Discovering that he was not actually put to death but only to accompany 
, . . ] 
execution, all his psychological preparation for death broke down into : 
disappointment and confusion. Most importantly, he did not know when ‘ 
this punishment would come and why. His life is then a continuation of 
threat and suspicion, yet powerless to rebel against it. The party controls 
not only his physical life but also his mind and feelings. To escape from 
the psychological tension of fear, the narrator adopts a defense 
mechanism by which he denies his spiritual existence. To secure himself 
from the sense of guilt under the pressing environment, he gives up his 
control over his own life. “Since fate had manipulated his life up to now, 
all he could do was give himself over to its whims" (56). The soul of the 
narrator has been executed, what is left is just his mechanical body. Since 
then, he leads a deadening life in the same pattern. "This scene was 
1 
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repeated over and over again, day after day" (137). So the narrator comes 
to a conclusion of the "death" that he has been talking about: his physical 
existence is meaningless because it means a habit of being repressed. “To 
a certain extent, living is a mere convention, a form of inertia" (8). 
Attending the literary conference in New York, the narrator 
discovers that literature in China is a product of social repression. When 
being asked whether Chinese intellectuals have freedom of creation, the 
narrator feels that he is in a very inferior status to the Western scholars. 
Because the terms like freedom of creation (85), debate (86), and 
feminism (88) all are fresh and at the same time guilt-ridden to him, he 
thinks that this is because of the persecutions he has undergone during the 
Anti-Rightist Movement. “The unending political movements in China 
V 
ha\/e created wave upon wave of masters of the Chinese language.. ..All 
I 
Chinese intellectuals who are alive today know how to cater to the tastes of 
t 
an audience, how to tailor their speech to the mood and the time available, 
and how to end when it is time to end" (91). He understands that Chinese 
intellectuals were all trapped in an environment where their literary 
creations have to conform to the social ideology, let alone literary 
freedom. In this case, literature loses its nature of independent creativity. < 
It ；becomes only an ideological apparatus of the Chinese government. 
I 
Literature is constructed by the external environment. Rather than being 
• s 
creative, it functions as passive presentational only. Ironically, when the 
narrator despises Chinese writers as soulless writing machines, he is 
despising himself at the same time. And this leads to a deep miserable 
feeling in comparison with western scholars. Unconsciously, he tries to 
cover up his sense of misery by using what he has leamt in China to give 
I 
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an amusing oracle. The thundering applause means a psychological 
comfort to his misery. This is an “Ah-Q Mechanism，，(Tarn 57) that the 
narrator tries to strengthen his self-esteem. In addition, his jealousy of the 
western social environment lies in its acceptance of physical desire. He 
points out that the sexual scenes in his novels are an illusory compensation 
of his lack of physical satisfaction: 
Anyone reading my novels, reading one love story after another, 
would think that in the midst of these disasters I must have been 
warmed by a considerable amount of love. The reality is quite the 
opposite. Until I was thirty-nine I was as pure as a virgin boy. I 
hope that you men sitting in front of me never have to experience 
that kind of sexual repression. The subject matter of my novels is a 
: :p roduct of my imagination. (91) 
Onde again, he feels inferior to the Western scholars in the conference. In 
order to comfort his psychological imbalance, he adopts another Ah-Q 
mechanism: 
I remembered being told that the prevalence of baldness among 
Westerners is the consequence of years of unrestrained sexual 
0 
license. I secretly thanked our Chinese sense of asceticism, and the 
I 
！ social circumstances that had made me celibate for so many years, 
k Comforted, I rubbed what could still be considered a flourishing 
head of hair, and warned myself that it would pay for any 
overindulgence. (87) 
The Ah-Q mechanism he uses is a psychological deception imagining that 
he is protected by the Chinese ideology, in order to cover up his jealousy 
of western culture that accepts the satisfaction of physical desire as part of 
I 
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human nature. Western literature accepts that “we [can] appear to be lofty 
while we enjoy[ed] the obscene" (88). Privately, he makes love with his 
woman before he starts discussing politics. He concludes that "literature 
expresses the dreams of mankind, dreams that in themselves are a revolt 
against reality" (91). Literature has become an illusory satisfaction for the 
repressed desire. According to Freud, this “shows an intention of making 
oneself independent of the external world by seeking satisfaction in 
internal, psychical processes" (Freud: Civilization and its Discontents, ；I 
‘ 27). 丨 
The narrator's imagination of his self-castration once again ‘ 
confirms his fear of being powerless. The importance of his penis lies in 
his power over women. His imagination of its decay when he has died 
c 
refjresents his anxiety of losing his dignity and respect. Moreover, it is a 
cru'cial organ linking himself with his ancestors and descendants. So a , 
man without a penis is isolated from his family. He suffers from the 
anxiety of being abandoned from society. However, the existence of the 
penis brings him guilt feelings because it represents his sexual desire. In a 
repressive society, this is not acceptable. Tom between the love and hate 
m 
of his sexual organ, his final decision of self-castration shows his » 
determination to submit himself completely to the authoritative power of 
the； social ideology, in order to win the acceptance of society. His act is an 
endorsement of sexual submission, repression and dehumanization of 
hirliself. In a word, the horror of punishment embedded in socialist 
ideology outweighs his own interest in sexual desire, his psychological 
need of being respected as well as the sense of belonging: 
Please forgive me for using the word "should." All my life I have 
I 
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been reading and hearing “should.” Should this, should that... 
only if I did what I should would I be doing what was right and 
proper. Even love, irrational love, had its clear without its 
reason"-so that even before getting sexually aroused everyone has 
to analyze it sociologically. (166) 
The spiritual self of the narrator has submitted to the social ideology. The 
giving up of individual interest makes him feel comfortable. 
The deaf doctor who saves the narrator's life is a symbolic figure of 
love. In appearance, the narrator's respect for the deaf doctor is because ； 
he has saved his life. The doctor is physically handicapped and this 丨 
becomes a valuable gift that is worth his admiration. As a deaf person's 
ability to take in outside messages is limited, the deaf doctor apparently ；| 
receives less social education than other people: “Yes, and better off :|i 
de^f!" (174) He represents the good side of the human nature which has ‘ 
.: . j 
been buried by the Chinese socialist ideology: "Without knowing that his : 
own end was near, he was hastening to save other lives" (173). His love 
of people is a great contrast to the madam, who represents a typical 
Chinese under the socialist education. The narrator interprets his behavior « 
in this way: "This is, by and large, the traditional Chinese way—we take 
I 
care of ourselves and our relatives, and let the rest of the world be 
damned" (173). To the narrator, the deaf doctor represents a savior in the 
s 
cold-blooded society. In his eyes, there is no distinction between “the 
Rightist" and “the counter-revolutionary," but only patients. He risks his 
life to carry out his mission: to save his patients. His benevolent smile and 
comfort to the narrator give him the warmth that the narrator has never felt. 
The deaf doctor, therefore, carries the thing that has already died in 
i 
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people's heart: love. The narrator's cries in front of the doctor reflect his 
desperate need for love. He thinks that love is the real medicine that heals 
everybody's heart. "As far as there was love, it seemed that any outcome 
at all was fine (214). Ironically, the deaf doctor cannot exactly hear his 
cry. This symbolically means that love is exactly the thing that has been 
killed by socialist education. There is a gap between people. When the 
narrator points out that the deaf doctor is the only person who understands 
him (187), he is saying that human relationship is not necessarily 
maintained by oral communication, but by the heart. ； 
I 
In America, the character "he" is jealous of his mistress who settles : 
her living in America, with an aim to displace painful experiences deeply 
embedded in her unconscious in dhina: “I realized that only by marrying 
V I 
an American could I begin to escape, to get out from under the weight we 
Chinese have pressing on us" (213). Their intimate relationship is on the 
‘ ：丨 
verge of breaking up once they have left China. "She had forbidden him to 
meet her at the airport. How was it possible not to know the flight if you 
were traveling the next day? There must be someone else going to meet 
her.... Thinking about this, he uncovered a latent jealousy" (198). At a « 
glance, he is suspicious if she intends to keep herself away from him so 
that she can meet other men. In America, she is longer considered to be the 
same group of being deprived as she is in China. He loses the sense of 
superiority over woman in the two sexes relationship for she no longer 
needs his protection. This is an attack on his self-esteem and he feels 
abandoned. A deeper understanding reveals that he has a new vision of 
woman, who is courageous to get rid of the past experience. The woman 
feels safe and being protected by her American fiance. She keeps 
I 
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criticizing the problems of the Chinese ideology. The character “he,” who 
basically agrees to what she says, suffers from a sense of fear. “It may 
have been a false alarm, but his fear had been real. Calm reality could 
now soothe his nerves, but it could not erase the memory of fear in his 
brain" (219). In comparison with her, his existence of psychological 
threat makes him feel inferior to her. He is jealous of her successful 
escape by gaining support from her American fiance. At the same time, he 
admires her power and respects her. “The woman he saw before him had 
been able to transcend national boundaries—she was truly an international i 
I 
woman" (215). The phallic authority of the Party in his mind is displaced j 
by the maternal one. His journey in America cannot relieve him of the 丨 
spiritual torture; rather, it intensifies his feelings of misery. 
. 、丨 
：  Through the case of the madam, the character ‘‘he,’ judges on the :{ 
'I » 
evils of the capitalist ideology: power tends to corrupt individuals. This 
reflects his psychological mismatch with America. The visit of Madam X 
(The wife of his father in America) discovers the extra-marital relationship 
of the character's father. Superficially, the character ‘‘he,’ blames his 
father for being disloyal to his mother. The sick feeling of hearing about 
m 
the affair of the older generation results in the unconscious guilt feeling. 
Upholding his belief that “love means making love," the character ‘‘he,，is 
oblsessed by the sexual ability of his father. “A man who could make a 
woman remain loyal to him, when she was free to do otherwise, must be a 
virile man indeed. He could not help feeling admiration for his father" 
(233). The sexual satisfaction of his father brings the character “he,，to a 
guilt feeling. This is because of the tradition of collective responsibility in 
China. Unconsciously he thinks that he should bear the fault of his father. 
I 
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“He now knew that he deserved all the punishment he had been given... .he 
had long since considered his ancestors to be representatives of the old 
world's evil sins" (238-239). Moreover, the imagination of eating his 
father's bones reflects the Oedipal Complex of the character “he”. To 
some extent, Madam, being the mistress of his father, is also his mother. 
He enters into the unconscious imagination that she has become a young 
and lovely woman to him. She joins the Protect-Male-Cats-Campaign that 
establishes an image of a lustful woman. And the address "madam," 
which can also be read as an address of “wiJfe”4 leads him to an illusion of j 
•1 
loving her. His desire for her is out of a desire for power. “Because this ) 




or not anyone was interested" (237). As said before, the character ‘‘he,， ；! 
V 、丨 
thinks that America is a place of maternal power. Through the Oedipal :[ 
Coibplex, he wants the madam both as a wife and a mother, who can 丨 
' ！! 
. 丨I 
provide him power. However, his determination breaks down when he 
sees the ‘‘side-effects,，of power and freedom offered to her by the 
capitalist society. Madam X's insistence to get back the bones of his father 
is a display of her power over his mother. Whereas his mother, who has 
been educated by the revolutionary ideology, leads a peaceful life 
I 
because she is satisfied with what the party arranged for her. "Only those 
wllo have spent their lives in China can see that one another's thought � 
processes are rational. Chinese who have been away too long behave 
almost as if they're insane" (262). So the two women of his father 
represent the different social ideologies in China and in America. The 
character "he" criticizes that the American capitalist ideology only results 
in deterioration of power. Like what Lord Acton says, "absolute power » ’ 3 9 
corrupts absolutely" (Macmillan, 267). The madam tends to abuse her 
power to fulfill her jealousy and possessiveness. 
However, the character “he，，suffers from the sense of alienation 
when he deliberates back and forth whether to stay in America or return to 
China. The madam's cry for the bone of her husband reminds him that he 
has the same experience of falling in love with a woman's bones. It was in 
1965 when he was digging graveyards in China. The discovery of the 
bones with a long black braid made other men excited. For the braid 
becomes the only sexual feature providing the white bones with sex appeal. ’ 
•r 
The bones are seen as an illusory compensation bringing sexual ：丨 
satisfaction to the men in an environment without women. “If one was 丨 
/!' 
I 
unable to see a woman, the sight of a woman's skeleton was almost as 7 
good一especially this one, which could hardly be more naked" (250). To ;|l 
the丨 character “he,,，the white bones are a mere object. He gives her ； 
, j 
identity by imagining that she is his lover. In this case, he provides her a : 
sense of belonging. This once again confirms the superior status of man 
over woman in China. To some extent, the bones are a symbolic self of 
the character “he,” because they share the same feeling of being 
abandoned. The character "he" finds that he is dehumanized to a mere 
living corpse, under the repression of the powerful social ideology. His 
wandering around the world does not revive in him the feeling of love. He 
suffers from loneliness and he tries to put himself in relation to someone or 
something. Therefore, his imagination of making love to the bones is 
caused by the fact that he is frustrated by failing to find a place to settle 
himself. 
The narrator feels that he is bom to be blamed, because every 
, 40 
attempt to settle himself results in an intolerable guilt feeling. When the 
narrator is about to die in the labor reform camp, he falls into the 
imagination that he sees his ancestors. This is considered to be the 
inheritance of the traditional Chinese belief, that people will have a 
reunion with their ancestor after they die. So when people die, they shift 
the community group in the world to another one in the afterlife. “It is 
clear to me that you are still a filial son. Remembering one's ancestors 
constitutes the true moral excellence of us Chinese” (182). His : 
unconscious act comes from the pressure of Chinese culture. He feels that ^ 
he has an obligation to come back to his roots. According to the Buddhist ’ 
concept of retribution, he believes that the punishments and the 
persecutions he has undergone are due to the fault of his ancestors. He has 
to share the responsibility of being punished. This can be regarded as a 丨 
’》 «！ 
shift of aggressive object. Powerless to challenge the existing • 
i .1 
authoritative power, he turns to blame his ancestors as a projection of his 
anger. At the same time, he tries to demonstrate his innocence. "The elder 
went on to say that these entrepreneurs were forever turning over and 
going over to the other side" (182). In a word, his ancestors are all 
considered to be traitors, because of the changes of the social and political 
situation. It is the social circumstances in China that put the people into 
th!^  category of traitors. In a sense, his family is doomed to be punished. 
The narrator is afraid of repeating the steps of his ancestor. The Western 
ancestor who left the family is a symbolic representation of his hope to 
leave the fate of being persecuted through cutting the relationship with his 
family. However, the attempt is doomed to be a failure because he again 
falls into the trap of being a traitor of his own country and family. The 
i I 
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narrator is frustrated due to the failure to find a reasonable explanation for 
his suffering and the impossibility to escape from it. 
The narrator's sense of guilt reflects that he unconsciously believes 
that he is a belonging of his country. He finally settles in a small village in 
northwest China, putting an end to his exile and also his mental journey of 
self-splitting. As mentioned before, leaving China does not mean that he 
has successfully escaped from the punishment. The punishment lies in his 
unconscious and his feeling of being a traitor adds weight to his 
psychological guilt. "Only when that debt is settled will I be at peace. I 
must go back to get the bullet that belongs to me!" (288) His return to 
China shows his determination to settle his psychological tension of desire 
and punishment. His relationship with the woman is a symbolic /| 
V i 
ref>resentation of his relationship of the split selves. ；!| 
丨 You did not come to Paris, but you called me long-distance every 丨 
• I 
day. I was amused, at first, by the thought of our voices traveling "‘ 
• J 
over the Atlantic. Soon the calls grew tiresome, and I began to 
suspect your motives when you started calling in the middle of the 
night. I felt that in my lifetime I had been monitored enough. (287) 
When the irrational self “he” is exposed to the materialistic world and 
derives pleasure from satisfaction of physical desire, the continuous 
punishments and warnings by the rational self “1” only further expose him 
to threats. He feels less guilty by returning to his own country where there 
is less materialistic enjoyment. Even outside China, he realizes that he is 
in every way inseparable from his country. “I felt that I had experienced 
nothing new this time in America. On the contrary, I had been surrounded 
by the past. I was exhausted by passing through all this historical dust” 
i 
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(270). The feeling of hatred to the country is actually out of his 
unconscious emotional attachment to China，that he is not able to leave his 
feeling of the country in any way. China seems to be the only place he can 
adjust himself to settle in: “Since the sound of that gunshot hasn't 
changed, however, I have gradually grown accustomed to it. It now both 
terrifies me and stimulates me. My soul did not land in the wrong place 
after all, for only in China could I have been offered such a challenge" 
(289). The psychological threat and fear have built up a feeling of 
familiarity and closeness in his unconscious, reminding the narrator that 
China is the place where he should belong. His responsibility to come 
back to China is then driven by his feeling of patriotism that he has 
neglected. An individual's relationship with society is linked by a sense of 
v" 
belonging and responsibility. By the same logic, the man and woman 
I 
refetionship has upgraded from physical excitement to a spiritual level; he 
revives his feeling of love. "Owing nothing to anyone else, he did own a 
debt of gratitude to them [women]" (12). Facing the old woman who is no 
longer sexually appealing, the narrator determines to stay with her for the 
same feeling of attachment as his feeling to China. “I said that if I hadn't « 
come to you, I wouldn't have been at peace" (291). The revival of 
spiritual love means the merging of the split selves of the narrator. 
Ttierefore, the story can be read as a psychological resolution in the •� 
narrator, bringing out the source of the problem which lies in love. 
The novel, henceforth, plays a trick on the reader by suggesting 
death as the final resolution of problem as given in Part One. In reality, 
the most crucial element in solving the problem is love. The death that is 
frequently mentioned in the novel represents the deadening life the 
I 
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protagonist is experiencing. It also demonstrates the threat posed by the 
social authority. Most importantly, it brings a problem of a person who is 
spiritually dead. At first glance, the source of his problem lies in the lack 
of physical satisfaction. As man exists in a social network of relationship, 
the novel points out that the human relationship of being alienated, 
attacked, belittled and suppressed torments an individual on the verge of 
death. So the only way to revive him from the spiritual death is love, that 
gives faith and trust to man. On the surface, the novel is covered with the 
gloomy atmosphere of death. It actually suggests the importance of man's 
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Notes: 
‘The quotation is translated from the journal of Zhang Xianliang, written 
in Chinese as follows: 
他們沒有名字…這不是什麼寫作技巧，當一個人活得連名字都成爲的 
負擔時,他當然不想再加什麼在所創造的東西上。 
2 According to Lin Jing's The Red Guards，Path to Violence: Political, 
Educational, and Psychological factors. The Great Famine lasted from 
1959 to 1961, resulting in more than 20 million deaths from starvation 
(142). 
‘The quotation is translated from the original Chinese text as follows: 
「我們傳統化價値偏向則重精神層面，較少留意物質層面。這種獨立 丨 
結構使我們的文化像一座高樓6上面的人玩吹蕭，勞苦眾則在肚餓。」 
4 In Chinese, the word “madam，，which is read as “tai t a i "太太 is another 
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Chapter Three 
Death of the Author: An Abandoned Being in Malone Dies 
Rubin Rabinovitz says that in Beckett's fiction, “the things of the 
world matter less than the things of the mind" (Rabinovitz 2). The novel is 
indeed a mental exploration of the protagonist, who tries to seek 
recognition for his existence through writing. It is "a novel that begins with 
issues of identity (who is speaking) and ends with an assertion of 
indifference (what matter who's speaking)" (Begam 121). His losing 
control of his ideas and narration in his stories reminds him of the 
limitations of man's ability in using language and understanding reality. He 
dies without being able to achieve any conclusion. This reveals the absurd 
V 
I.:: 
nature of human existence in the world that goes beyond time and space; 
men are thrown to the world and abandoned here. , 
I 
The novel belongs to Beckett's fiction trilogy: MoUoy, Malone Dies 
and The Unnamable. Beckett investigates the power of words in defining 
one's existence and his own self. He begins writing the trilogy in 1946-47, 
after the end of the Second World War. The fiction series show the dying 
away of one's self and identity. The names and bodies of the characters 
I • 
cjiminish from the first novel MoUoy to the last one The Unnamable. The 
struggle for finding a purpose of life, mental creations and self-identity all 
ends in meaninglessness, nothingness, and thus hopelessness. The second 
novel, Malone Dies, talks about the protagonist's struggle to create his ideal 
mental reality through words, which breaks down in confusion among the 
physical reality and the fictional creation. In this chapter, I am going to talk 
t 4 6 
about the above proposition in three aspects. First, I will discuss the 
relationship of language and the physical reality. Second, 1 will discuss the 
possibility of man's control over language. Thirdly, I try to see if the social 
and cultural background in Europe contributes to the suffering of the 
protagonist. 
The attempt to find meaning while waiting to die uncovers Malone's 
situation of being abandoned. Facing unpredictable death, the narrator has 
to do something to fill the time. He is repeatedly troubled by his indecisive 
choices of play, telling stories or just "[giving] up trying to play and [taking 
to myself for ever shamelessness and speechlessness incurious wondering, 
darkness, long stumbling with outstretched arms, hiding" (181). The 
narrator's exhausting effort to fill the time while he is alive reflects the 
y 
human situation of “throwness”. As described by Sartre: ‘“Human reality' 
r 
is thrown into a world and abandoned in a 'situation'"(Butler 76). In the , 
book Samuel Beckett and the Meaning of Being，Lance St. John Butler 
discusses Sartre's idea of human reality as "pour-soi", which is translated 
as "for-ourselves" in English. "We are 'for-ourselves' while all objects are 
'en-soi', 'in themselves，”(75). Sartre shares a similar view to Heidegger 
that only the present is man, "pour-soi"; the past is the factual “en-soi”， 
} 
yhich IS “in-themselves” in English and the fixture is possibility projected 
by “pour-soi” (Butler 76). So people are locked in the present situation. In 
the novel, the narrator is isolated from memory. This leads to his 
dependence on the present for existence. In the novel Malone says "[b]ut at 
the end of the day 1 did not know where I had been or what my thoughts had 
been. What then could I be expected to remember, and with what?" (183) 
i 
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He just keeps on filling the time for the emptiness of the present. To Sartre, 
existence is free, thus at the same time it brings the responsibility of choices. 
The breaking down of thoughts and shifting decisions of the narrator 
represent his situation of being trapped in the burden of choices. In this case, 
the individual relationship with the world is only an imposed duty of time-
consuining, in order to fill out the "freedom" of existing. This is, in fact, a 
tiring duty for man, as interpreted by the narrator. As a result, life is a 
meaningless imprisonment in an abandoned situation. Freedom becomes a 
trap locking people in the endless pain of losing directions. It seems to ； 
I 
Malone that only death can take him away from this situation. 
The narrator's keen calculation of timing shows his expectation for 
the future and a hope for achievement, which is considered to be redundant •； 
V 
I:? .'i 
in the existentialist world. Butler says that the future is considered to be the 
projection of human consciousness (98). The narrator develops a concrete i 
I • 
plan for his future, showing his serious attitude towards the concept of time. j 
“That passed the time, I was time, I devoured the world” (202). He keeps 
on reminding himself about finishing his story before he dies. “I told myself 
tQO that I must make better speed...My time is limited" (197). His 
consciousness of time reflects his unconscious mission of finishing his 
专tories. This reflects his expectation for the future. His anxiety for the 
tftipredictable death which interrupts his stories reflects his ambition for the 
future. “I fell asleep. But I do not want to sleep. There is no time for sleep 
in my time-table. I do not want-no. I have no explanations to give. Coma is 
for the living. The living" (194). Therefore, it seems that he writes not only 
for passing the time, but also for his own sense of achievement. However, 
I 
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finding that his writing is at the mercy of time, Malone once again breaks 
down ill the miserable feeling of being the controlled rather than the 
controller. In the beginning of the novel, Malone carefully “proposes a 
five-part project: a description of his present state, three stories- one about 
a man and a woman, one about a stone, and the last about a bird-and finally 
an in ventory of his possessions" (Toyama 48). Through his planning, we 
understand that he has a solid concept of timing, that flows from beginning 
to end. This indicates his attempt to construct his future rather than to 
accept its uncertainty. Because of this time concept, Malone holds a ] 
I 
twofold attitude to his ending. “The difference between the narrator's fear 
of not having the time to finish his stories and the risk of finishing them too 
early is articulated only then to dissolve into an uncontrollable conundrum" : 
(Hill 64). His hope for timing his project reflects his struggle for individual | 
； 1 
achievement and control within the limitation of time. I 
1 
To some extent, Malone constructs his identity and confirms his i j 
existence through writing. In an overall view, Malone has been tortured by 
a lack of self-image. He is constantly in an amnesia state so that he loses all 
tbe clues to trace back his identity. 
All I know is that I was very old already before I found myself here. I 
！ 
I call myself an octogenarian, but I cannot prove it. Perhaps I am only 
‘： a quinquagenarian, or a quadragenarian. It is ages since I counted 
them, my years I mean. I know the year of my birth. I have not 
forgotten that, but 1 do not know what year I have got to now. But I 
think I have been here for some very considerable time. For there is 
nothing the various seasons can do to me, within the shelter of these 
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walls, that 1 do not know . That is not to be leamt in one year or two. 
In a flicker of my lids whole days have flown. (186) 
Abandoned by history, he regards his existence as a kind of life in death. 
“All my senses are trained full on me, me...I am far from the sounds of 
blood and breath, immured. I shall not speak of my sufferings. Covering 
deep down among them I feel nothing. It is there I die, unbeknown to my 
stupid flesh”（186-187). Writing becomes a means for Malone to trace back 
his identity, in order to confirm his existence. His writing, then, plays two 
roles in helping him to find his identity. First, his writings record his instant 
•i 
> 
feeling and thoughts, that contribute to the build up of his past and 丨 
memories. Second, the creative nature of writing invents his future. 
Hopefully, the filling of events in the time sequence can help Malone to get 
V 
back his self-identity. "Yes, now my mind is easy, I know the game is : 
：' •丨 
won,... And I even feel a strange desire come over me, the desire to know I 
what I am doing and why” (194). His deep sense of loneliness and 
insecurity becomes an unconscious urge for a social recognition through 
writing. “As these last words suggest, play, ultimately, rests on a desire 
fpr recognition, an attempt to find in words a place of security which is 
sanctioned by another, either fictional or real" (Hill 103). 
j The physical immobility of Malone causes him to reestablish his 
Control and power through inventing his mental reality. The poverty of 
external material limits his life in a routine and basic way. His physical 
impotence takes away his confidence. He is stuck in his bed, and loses the 
ability to leave the room. There is only an old woman who gives him food 
and clears his room from day to day. He has a relatively low-esteem in his 
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physical ability. “My body is what is called, unadvisedly perhaps, 
impotent" (186). His physical immobility leads to his resort to the mental 
world for a more flexible movement (Rabinovitz 159). The dependence on 
the woman for survival makes him feel miserable. It seems that he loses the 
ability to take care of himself. As a result, writing does not only mean to be 
a pastime, but also to fulfill his goal of reestablishing his self-esteem by 
exerting power and control over objects. According to Malone, he has 
decided to lead a life of “live and invent" (195). The inventions in the 
mental world are objects that are supposedly under the control of Malone. ] 
He thus feels a sense of power and security. It is fair to say that Malone : 
regards life as lively and meaningful only when he is able to invent and 丨 
• • f 
control. To him, the mental world precedes the physical. ,1 
V 、丨 
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However, it is impossible for Malone to reconstruct his self-image ！ 
I i 
when he intends to give up his physical world. Frustrated by his impotence J 
. 丨i 
in controlling the external objects and the loneliness that is caused by the 
failure of establishing a relationship with people, Malone is ready to give up 
his external world and completely lose himself in his fictional world. 
However, it is doubtful whether he can successfully establish his self-image 
merely by his creation. Ian Burkitt says that “self is not, then, purely a 
，. 
^reation of discourse but a product of social relations and embodied actions 
within those relations" (Burkitt 15). Construction of self is not a matter of 
mental creations, it is inseparable from social and cultural environment. 
Burkitt says that the importance of “self-concept” lies both in a person's 
I 
perception and activity in his immediate physical and social setting. ‘‘These 
two things must be connected to a degree or else the self-concept would not 
t 
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be a firm basis for action in the present social context, nor would the self-
concept have any viable meaning for social actors" (Burkitt 24). So it is fair 
to say that Malone's writing is still continuously affected by his external 
experiences. Rather than escaping from the external situation, his writing 
only provides a comparison of his ideal self and the actual miserable one, 
which further emphasizes his misery. 
In addition, the characters he created are seen as a projection of self 
or even as his double. Malone's heroes share the same experience of 
leading a lonely and mechanical city life. His first character, Sapo, who is 
a son of a bourgeois family, has a character of quietness and isolation. 
“Sapo’s phlegm, his silent ways, was not of a nature to please. In the midst 
of tumult, at school and at home, he remained motionless in his place, 
V 
often standing, and gazed straight before him with eyes as pale and 
umvavenng as a gull's" (192). Similarly, Malone speaks with the authority 
of solitude. As mentioned before, he is left in the room, completely cut out 
from any communication with other people. He does not even have an idea 
of the name and identity of the old woman who brings him food everyday, 
npr can slic understand his words. His second character Macmann, who is 
continuously under the torture of feeling guilty without knowing why, 
^hares the same pain as Malone. 
And no doubt he would have wondered if it was really necessary to 
be guilty in order to be punished but for memory, more and more 
galling, ofhis having consented to live with his mother, than to leave 
her. And this again he could not see as his true sin, but as yet another 
atonement which had miscarried and, far from cleansing him ofhis 
5 2 
sin , plunged him in it deeper than before. And truth to tell the ideas 
of guilt and punishment were confused together in his mind, as those 
of cause and effect so often are in the minds of those who continue to 
think. And it was often in fear and trembling that he suffered. (240) 
The no-cause-guilt-feeling of Macmann provides him a clue to trace back 
his meaning in life. Michael Robinson explains the comic treatment of 
suffering in Beckett's hero: “In an enclosed world like that of the trilogy 
punishment may precede guilt and atonement compel the sufferer to 
attribute a reason for his fall into a time-bound Purgatory" (186). The 
t； 
similarity of Malone and his created characters makes it convincing to say 
•i i 
that they carry Malone's shadow. Driven by the psychological torture of 
I'i 
. 1 
being alienated, his inventions of characters reflect his unconscious desire 1 
V 1 n 
f«6r a companion who shares his experiences. He projects his need to the i| 
：丨 ，丨 
characters. , 
Sapo had no friends-no, that won't do. 
J 
Sapo was on good terms with his little friends, though they did 
not exactly love him. (190) 
Bping the writer of his stories, Malone is trying to reconstruct an ideal self 
of his own by projecting himself to the characters. They all reflect his 
{psychological desire for friends and lovers. Companionship and 
imerpersonal relationship give Malone meaning in the world. Since they 
bind Malone with relationship, he can escape from the pain of the 
emptiness of freedom. It is simply impossible to see Malone and his 
I 
characters as separated individuals. 
Jean Yamasaki Toyama also comments that Malone intends to let 
5 3 
Macmann take his place so as to take his identity as a solid possession of his 
own. As mentioned before, the story of Sapo fails to bring Malone a close 
companion. Sapo is then transformed into Macmann for a new start. "I slip 
into him, I suppose in the hope of learning something. But it is a stratum, 
strata, without debris or vestiges.., No matter, he is mine now, living flesh 
and needless to say male” (227). At the same time, Malone gives up using 
the pronoun “1” and addresses himself by name. , 
By merging into Macmann, Malone enters into a more solid territory; ‘ ：； 
his is no longer debris but a person with a past. By losing himself, 
Malone gains a history, an identity... Trying to frustrate any return to 
7丨 
himself, Malone becomes Macmann, but the exchange Macmann j 
. 1 
also becomes Malone. A double becoming. (Toyama 57) ：) 
11. 
Michael Robinson further interprets the replacement as Malone's escape 
from the reality. In the story, he lives in an asylum. Although Malone is not , 
sure of where he is, his situation of living in a small room, under the care of j 
I 
an old woman is very much alike living in an asylum. What is so attractive 
for Malone to take Macmann's place? “It is the real world which appears 
insane to the hero (and in general, to Beckett himself) and he eventually 
resolves the problem of his alienation by entering the so-called world of the 
) 
ijiad" (Robinson, 179). The former asylum is then understood as a shelter 
protecting the narrator from the world of losing identity and meaning. It is 
ironic that the world of Macmann, which is considered to be insane, is in 
fact the world the narrator has been longing for. To Malone, the asylum 
Macmann lives in reflects the social recognition of Macmann as part of their 
company in the society. On the contrary, the one that Malone is living in is 
I 
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a trap, isolating him from the external world. In this case, Malone has lost 
himself in a world of reversing values. His worship of madness uncovers 
his pain and discontent in the present world, where there is no where to 
settle himself. 
The intimate relationship with Moll is a great frustration to the 
narrator for it represents the failure of ending the loneliness through 
romantic affection of love. In the story, the narrator lets Macmann develop ！ 
ill 
a romantic encounter with his nurse, Moll The love relationship represents 
i 
Malone，s attempt to get the meaning of life through recognition of the lover. 
[‘ 
(• 
The two loving parties lack mutual oral communication. Moll builds up her 
passion for Malone through writing love letters. This indicates the gap 1 
. 1 
between individuals. Their love lacks direct access but it is based on the 1 
vr X丨 
•；： 丨  
individual perception of reading the love letters. Her letters fail to give him ” 
‘ •； 
：‘ 1 
security of love, "But towards the close of this idyll, that is to say when it ! 
I 
was too late, he began to compose brief rimes of curious structure, to offer 丨 
to his mistress, for he felt she was drifting away from him” (262). For the 
two old parties, their love relationship is supposed to be very promising, 
because "their love has no time to grow cold" (Robinson 183). “Let us 
make the most of it, there are pears that only ripen in December" (263). 
I 
^heir love relationship soon decays and rests on the physical contact of sex. 
, o r given their age and scant experience of carnal love, it was only natural 
they should not succeed” (261). The success in sexual intercourse means an 
achievement to Macmann. He makes love to Moll not for love but to 
I 
confirm his ability. Also, the timing of mutual affection is still mismatched. 
Their love begins with Moll's passion for him. "Macmann was getting used 
55 
to being loved" (265). But when he begins to dominate their relationship, 
Moll has lost her feelings for him. “But it was obvious her thoughts were 
elsewhere" (266). He remains "alone and unobserved" (267) as ever. 
This time the hero's disgust is coupled with a pitying realization that 
the two people are striving, unsuccessfully, to forget their individual 
loneliness in the union of their separate identities... Man, even at the 
most intense moment of his aspiring love that reaches out to grasp 
and enfold an other, is condemned to live within the solitary 
confinement of his own skin. (Robinson 180) 
Macmann, gaining some confidence in sexual intercourse, suffers from an 
even greater loss of spiritual comfort. Michael Robinson concludes the pain 
of the narrator as a realization that love is absurd by nature in the book The 
V 
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Ldng Sonata of the Dead. 
In Sartrian terms, it involves the clash of two pour-soi' each 
I 
regarding the other as an object, or en-soi. The result is a battle 
wherein each attempts to dominate,...Thus the result is always a 
sickening see-saw between the hope of exaltation and the reality of 
• suffering, which is either deeply tragic or absurd. (Robinson 184) 
Love relationship only further confirms the failure of ending his loneliness 
I 
bjy bringing new changes. Furthermore, it confirms the absurd nature of the 
V ： 
world, as love bums and dies without reason, leaving only intolerable 
loneliness to man. 
The death of Moll indicates Malone's success in controlling his 
characters through adopting a patriarchal attitude in his novel: it is man's 
nature to control woman. Moll is treated with hostility in the novel, 
i 56 
"Unfortunately our concern here is not with Moll, who after all is only a 
female, but with Macmann, and not with the close of their relations, but 
rather with the beginning" (264). She is treated as an object of Macmann 
and is subordinate to him. Malone describes the decaying body of Moll 
with lust and disgust. “Her lips in particular repelled him, those selfsame 
lips, or so little changed as to make no matter, that some months later he 
was to suck with grunts of pleasure, so that at the very sight of them he not 
only closed his eyes, but covered them with his hands for greater safely" 
(264). On the one hand, Malone considers her lips ugly. But he engages in 
the lustful male gaze of them. He even shifts his sexual satisfaction from 
anal part to oral. She becomes a prostitute to Macmann. In the colonialist 
view, her thick lips carry the metaphorical meaning of the uncivilized. 
V 
Thick lips are a racial feature of many Africans, who were considered to be 
‘i 
barbarians by the colonial powers during the period of colonialism. It seems 
I 
that Malone is refining the racist philosophy of "white men's burden" to 
civilize the black, into the sexist level: it is the duty of men to civilize 
women through controlling them. Also, Macmann's indulgence in the 
sexual excitement is obtained through sucking her crucifix-shaped tooth. In 
addition to that, thick lips are a metaphor of man's intention to shut woman 
ujp. It further confirms the patriarchal discourse, which is built by the 
�； 
wprds of man. Apart from this, the cmcifix image which appears in Moll's 
earrings and her tooth draws Macmann's attention. It is a paradoxical 
image symbolizing the patriarchal authority and death. Moll is viewed as a 
i 
servant who takes care of Macmann's daily life. The crucifixion of Jesus 
1 




to Macmami. Also, her sacrifice lessens the burden of the narrator. "Moll. 
I'm going to kill her. She continued to look after Macmami, but she was no 
longer the same" (265). Malone takes it for granted that her existence or life 
in the novel depends on Macmann's interest on her. To Malone, her death 
indicates the first success in manipulating his character in the novel. It is 
the most logical way to get rid of a character in Malone's stories. The 
importance of man in the novel shows that Beckett considers man as 
superior, and more talented to keep the world in control and in good order. 
This may be traced back to the chaotic social situation and the suffering of 
people after the Second World War, when many of the men in Europe died 
in battle, thus making the male highly valued. In addition, Moll's death can 1 
be viewed as another attempt of Malone to find meaning in life through the 
V 
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exciting experience: the death of his beloved. However, there is no 
indication of Macmann's sadness, nor any alarming emotions, when he 
hears Moll's death. The narration has shifted to Lamuel. Also, Moll dies 
suddenly and without cause. The use of Moll to bring meaning in life only 
results in the confirmation of the trap of the absurd. 
: Samuel Beckett plays with the names of his characters as a 
representation of the absurd world we are living in. His characters' names, 
a|though common Irish names, are interpreted as problematic. 
"Macmann," by pronunciation, is similar to "madman". "Malone" can be 
interpreted as the combined form of the two words "man alone," or "Fm 
alone". The two names generalize the pain of the narrator: living in the 
t 
world where he feels out of place and alienated. Without understanding 
what he is doing and why, the narrator considers the world mad. In a word, 
I 
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absurd. According to Martin Esslin, the absurd thinking basically means 
that things are beyond logic and without reason (Esslin 6). Malone's first 
character, Sapo, comes from the slang word "Sap" for a fool. Malone is in 
fact jeering at the human condition. Also, most of the main characters in 
the trilogy share names that all begin by the denominator "M", like Moran, 
Molloy, Moll, Malone, Macmann. The letter “M’，，which is accepted in 
English as a short form of the term "male", represents the patriarchal 丨 
convention. Undoubtedly, Beckett believes in the power of man as an 
inventor and controller. But when his male characters break down in 
powerlessness, Beckett concludes the world as hopeless because the term 
“man” can also represent all the people. This absolute pessimistic and 
hopeless view of human existence and suffering can be interpreted as the 
V 
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representation of the general feeling of many European displaced people 
r 
after World War Two. It seems that the casualties do not bring any 
improvement to their life. People realize that there are so many things they 
cannot understand and control. They suffer from the feeling of uncertainty, 
being manipulated and powerlessness. Furthermore, the common 
depominator links the characters up with relationships. Toyama links up 
Moll and Molloy in this way: 
j Although this character appears with Macmann, a concoction of 
� Malone, she shares a bond not only with Molloy's mother but also 
with the women of the Unnamable. Both Moll and Mother Molloy 
have a common denommator in their name and their function. Moll 
I 
cares for Macmann as mother for Molloy. One might even say that 
Molloy sprang not only from his mother but also from the root name, 
I 
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I 
‘‘Moll.” This name belies their function: “Moll，，also indicates 
prostitute. (97) 
Beckett therefore plays with names by establishing links among them. It is 
undeniable that he gives fun to the readers when they engage in the game of 
tracing back the relationship among the characters. More importantly, 
Beckett gives the message that his characters all live in the same world of 
the absurd. 
I 
The losing of control of Malone farther destroys the hope of the 
narrator to construct meaning and his confidence in human ability. "What 
fine things, what momentous things, I am going to miss through fear, fear 
of falling back into the old error, fear of not finishing on time, fear of 
revelling, for the last time, in a lost outpouring of misery, impotence and 
V' 
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hate. The forms are many in which the unchanging seeks relief from its 
r 
fonnlessness" (198). Malone has definitely failed in inventing an 
acceptable human reality through words. Even worse, he is trapped in 
language. Malone is frequently lost in the stories. The phrase “I don't 
know，’ appears in the trilogy over 140 times. Ironically, he seems to be 
dominated by an external power. "Why should the powers have changed in 
their attitude towards me? It is better to adopt the simplest explanation, 
1 it is not simple, even if it does not explain very much” (183). 
Throughout the novel, the narrator is not sure of what he is doing and why. 
It seems that he is being dominated, though he is the narrator of the story. 
Hence, the game Malone plays, is not for fun anymore, nor only a 
I 
settlement of self in a situation where he can find satisfaction of social 
recognition. He writes in order “to know where [he has] got to" (208), both 
1 
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in the external society and within his world of language. He has to struggle 
in the game of language for self-control. Without a clear central focus and 
plot, the story is only a piece of meaningless mumbling. In the world of 
language, he fails to settle himself in a fixed structure and form. He is still 
the displaced man in both his mental invention and the form of language. 
Every change of form and plot of the stories is regarded as a piece of trial, 
which ends in error. As a result, writing only further confirms his 
impotence in the society. He fails to control his own inventions and loses in 
his own game. Malone is caught in a paradox: his writing is a process of 
inventing and displacing; yet, he is obliged to write in this absurd structure. 
As suggested by Barthes, writing leads to the death of the author because it 
displaces his existence.丨"Writing is the destruction of every voice, of every 
V 
point of origin. Writing is that neutral, composite, oblique space where our 
r 
subject slips away.’ This means that the mere act of narration itself alienates 
the utterance from the author" (Begam 124). So during the process of 
writing, Malone is confirming his existence and at the same time, 
displacing it, which ultimately results in the death of the author in the 
nan-ation. In this case, he is caught in a tragic situation that the more he 
writes to confirm his existence and strengthen his mastery over the narration, 
； 
thje more he destroys himself. Even worse, this reflects that language does 
not relate man to the world. It destroys every human relation. "If words are 
no longer fixed by a nonverbal reality, then they themselves will be subject 
t 
to 'play’ in the sense of semantic slippage" (Begam 124). Words only 
i 
reaffirm the artificial, fictional nature of every narration. Failing to settle 
himself by attaching to the words, Malone remains lonely as ever, 
i 
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The exfol iating structure of the novel is held responsible for the loss 
of control in the novel. Beckett is adopting a paternal relationship in the 
exfoliating structure of the writer, narrator and the characters. Being the 
original writer, Beckett creates Malone. Then, Malone's stories about 
other characters become Beckett's procreation. According to Leslie Hill, 
the novel establishes links between fictional creation and procreation. The 
story is then a narration within another narration. It is difficult to trace back 
to the original voice of the narration. In fact, each voice of the created 
character carries the perception and viewpoint of the narrator. So the stories 
are jumbled in multiple voices, that even the original narrator fails to trace 
back his own voice. It is doubtful whether the writer can still remain in 
control after the layering creations. Leslie Hill comments that writing can 
V 
never fix the limits between presence and absence, story and discourse, self 
I 
and other. 
• ！ i , ‘i ,j 
Aporia is at work, unsettling and unbalancing these oppositional 
pairs. A precarious situation results which threatens the narrator's 
attempts at play by denying the game of writing any rules which the 
. author of the game can pretend to claim as his own. There is no 
, mastery to be achieved in the mirror of playing, rather dizziness and 
} 
j demoralization. (102) 
There are frequent leakages of self-consciousness in his stories. “What 
tedium. And I call that playing. I wonder if I am not talking yet again about 
myself (189). The intermingled relationship to the self, the writer and the 
creator has led to the loss of authority of words, because they have lost their 
author (Toyama 111). 
. 6 2 
In fact, Beckett's use of language reflects the complexities and gaps 
of human perception of the reality. In Beckett's world, man lives within 
language. "Meaning is not something which is given; it exists only within 
language, and is made possible by the rules that allow the language to be 
written and spoken. Thus the identities of which we write and speak are 
contained within the text and cannot exist outside of it，’ (Rabinovitz 10). He 
is innovative in the literary field as he writes his fiction by unstable narrative 
form. Repetition, pointless redundancies, convoluted sentences, 
chronological inconsistencies, inappropriate punctuation and breaking 
down in verisimilitude all appear to be a deviation from the conventional 
narrative form. It brings out a Beckettian unique form of no form. That 
emphasizes the chaotic state of human mind under the situation that is freed 
V' 
from the restraints in the external world. As mentioned before, Beckett 
• ！ 
values the human mind more than the external situation. Writing is a mental 
process of the protagonist to "investigate[s] the depths of the self and the 
discoveries he makes on his journey inward" (Rabinovitz 2). Therefore, 
the lost of control during the process of creation is understood as a vivid 
presentation of our mental reality. First, it is impossible for human beings 
to understand reality. Rabinovitz concludes that the human mind fails to 
pejrceive the reality in two points: 
li: 
'' First, because we have direct access only to our own minds, 
representations of others' thoughts must always be distorted. Second, 
because our minds act as subject and object simultaneously, certain 
components of our own personalities can never fully be perceived. 
What both postulates indicate is that a full understanding of the 
6 3 
human psyche-one's own or another's-is finally impossible. 
(Rabinovitz 203) 
Therefore, the so-called reality is constructed by language. The narrator's 
understanding of his own characters is limited. "Characters in fiction can 
therefore be seen as unfathomable blends of images from the imagination 
and the outside world, and their authenticity must be called into question，’ 
(Rabinovitz 203). As a result, the words of the narrator reflect reality and 
distort it at the same time. “The only world that the self knows is a 
discursive world and anything beyond this constructed world is screened 
out by language" (Burkitt 25). The vividness and fixity of language only 
falsifies reality by reducing and skipping the complexity of the reality. “I 
have just written, I fear I must have fallen, etc. I hope this is not too great a 
V 
distortion of the truth" (209). He tries to conclude that man can never have 
f 
concrete understanding of human reality, including language. So when 
they try to invent a mental reality by language, they only fall into the trap of 
language and get lost in between fact and fiction. 
Malone’s death is the greatest attack to his struggle because the death 
he is longing for does not relieve him from the torture of meaningless babble. 
Since the beginning of the novel Malone claims that he writes in order to 
1 
co^nsume time, to fill in the “freedom” of his meaningless existence until 
death comes. This reflects that death represents a hope for him to kill his 
meaningless existence, at the same time, to give his life meaning. However, 
his expectation only results in endless waiting and expecting. Malone dies 
in mumbling still. His writing only indicates the beginning of expectation, 
which does not end. "Beckett's characters can't come to the end: the only 
I 
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hope is to keep going, keep trying the possibilities, because the end will 
only bring about an automatic collapse of all meaning" (Butler 112). Time 
has ceased to be meaningful. The narrator is lost in memories and invention, 
past and future, for there is no difference between them. Death will never 
be real until time dies and that is never (Robinson 190). So what death 
brings is only the absurdity of the relationship between human beings and 
the world, that every existence and expectation of human being is absurd. 
Death fails to be an outlet to withdraw human beings from the trap of 
absurd existence. 
Should I go on 1 wonder. I feel I am perhaps attributing to myself 
things I no longer possess and reporting as missing others that are not 
missing. And I feel there are others, over there in the comer, 
V" 
belonging to a third category, that of those of which 1 know nothing 
and with regard to which therefore there is little danger of my being 
wrong, or of my being right. (251) 
The absurd can be interpreted as the "third category" dominating everything, 
likes time, life and death. Malone struggles in vain for there is absolutely 
no way to escape. He is bom to be trapped in the hopeless endeavor. 
In the novel, Malone defines his existence by words. His losing 
/ 
control of narration brings out two notions: First, language reflects reality 
and distorts it at the same time, so what Malone writes is the confusion of 
fact and fiction; second, language contributes to build up human self and 
perception. So language and man belong to two separated categories that 
they influence each other. It is impossible for human beings to control 
language. It is even pointless to invent meaning through language. The 
I 
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exfoliating structure of the novel proves Malone's reluctance to end his 
writing. The death of one narrator leads to the rebirth of another. "Hence, 
Malone's death is consistently described in terms of resurrection" (Begam 
141). It seems that his consciousness remains even when he dies in the 
novel. "My story ended, I'll be living yet" (115). Yet, this is only a helpless 
and lonely soul. The breaking down of creativity means the loss of hope, 
and the absurdity of every action. The novel of self-exploration only ends in 
i 
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Chapter Four 
Death of Sharing: A Man of Authenticity in The Outsider 
The name 'The Outsider" generalizes the novel as a presentation of a 
man, feeling alienated and distanced from the society he is living in. 
However, he is not simply abandoned by the society. Instead, he is 
considered to be a traitor to the society, for his violation of the ethical and 
moral “rules” The trial to Meursault reflects the pressure of the society 
against him. The cause of his being sentenced to death is subject to 
argument, whether it is for the murder, or simply his refusal to conform to !  
the social norms. Meursault's fidelity in his authenticity, in this novel, 
strengthens him in facing death, and at the same time, releases him from 
t 
the pressure of opposition and isolation. 
The novel is divided into two parts: the first one tells the life of 
Meursault and the second one describes his trial for murder. In this case, 
part one provides the clues and evidences for the trial in part two. Like a 
detective story, Camus invites his readers to join the jury and thus 
comments on two major points of the trial: first, the society sees Mersault 
as a criminal; second, Meursault's decision to admit his crime. Through 
the ^central character of Mersault, Camus presents an existentialist attitude 
of life, which is understood as "existence precedes essence”. In this 
chapter, I will focus on the attitude and thinking of Mersault about his 
1 
existence, and also the gap between him and the society. I will also 




Right in the very beginning of the novel, Camus shocks the reader 
by presenting the unique intolerably indifferent attitude of Mersault 
Mother died today. Or maybe yesterday, I don't know. I had a 
telegram from the home: 'Mother passed away. Funeral tomorrow. 
Yours sincerely.’ That doesn't mean anything. It may have been 
yesterday. (9) 
The novel starts with bringing the great issue of death to the reader, in 
order to show the treatment of life and death in Mersault's world. His 
indifference to the death ofhis mother is considered to be out of the normal 
human behavior and attitude. Andre Rousseaux comments on Mersault as I 
. ！i 
“a man without humanity, without human value, and even, in spite of the 
ambjition to be realistic which provides the sole framework to the book, 
t 
without any kind of human truth" (quoted in Thody 18-19). This labels the 
gap between the protagonist and other people. Mersault's behavior is out ！ 
of people's expectation, his thought is beyond people's understanding. 
Camus brings out the theme of Mersault as an outsider for his weirdness 
and secrecy. At the same time, he leaves a clue for the development of the 
story: whether the gap between Mersault and the society can be filled. 
His indifference to his mother's death reflects his giving up of his 
riglit to interpret any meanings from it and the loss of hope for an afterlife. 
As Avery Weisman says, "the will to live and the wish to die are two 
versions of hope, the same may be said for denying and confronting death, 
even in our melancholy time. The human imagination seems unable to 
exist without hope for a purposeful death" (quoted in Langer 15). His 
indifference shows that he has never expected what death may bring to him. 
I 
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He has no imagination for his mother's death. Even when the warden tells 
him that his mother wished to have a religious funeral, he neglects the idea 
by thinking personally: “Though she wasn't an atheist, mother had never 
given a thought to religion in her life" (12). A religious funeral represents 
the human hope for an afterlife. It reveals the weakness of Meiirsault's 
mother who tries to look for protection through imagining that there is God 
who takes care of her, even on the verge of losing her life. Mersault's 
neglect of religion shows that hope and imagination are already something 
luxurious, inauthentic to him. He comments that "the death will be a 
classified fact and the whole thing will have assumed a more official aura" 
(9). His treatment of his mother as a dead object rather than a human being 
shows his belief in the way human beings are treated in this absurd world. 
'1 
The 'death of his mother means the termination of the mother and son 
relationship at the same time. Death, to him, is simply our entry into | 
nothingness. 
Without hope for a meaning in death, Meursault defines his life by 
present experiences without paying attention to time sequence. Sensual 
excitement, then, becomes the only source of support to his consciousness. 
Sprihtzen, David describes Meursault's sensual pleasure in the following 
way: 
A lively sensitivity to the play of light and shadow colors his day. 
The weather, qualitative changes in experience and in the 
i modulations of nature practically enrapture him. He takes them as 
they are, asking and expecting nothing more. At the same time he 
remains practically blind to the socially established meanings with 
I 
69 
which others embellish events. (Sprintzen 24) 
Camus modifies the saying of Descartes into: “I feel, therefore, I exist", 
presented by his protagonist Meursault (Spanos 203). To him, nothing is 
realistic and secure except for the feeling of being alive. In the first part of 
the novel, Meursault is only interested in what is immediately present to 
his senses. The sweat of his body, the feeling of hunger, the dizziness are 
described repeatedly in details while he only generalizes his daily life in 
this way: “I worked hard all week，，(37). He obtains satisfaction from the 
gratification of the senses, and more importantly, these simple, 
spontaneous pleasures are rooted in the present (Masters 22-23). The 
limitation of himself to the present feeling reflects his distrust of time. He 
does” not believe in memory, that is why he does not suffer from his 
mother's death. He has already broken away from the emotional bond of 
past parental love. He has no confidence in the future either. So he cannot 
answer Marie's question of why he does not say the three words “I love 
you". These words, to him, involve commitment to the future. Since the 
future is beyond his control, he regards it meaningless to expect or predict. 
The protagonist rather leads a peaceful life by plain acceptance. Breaking 
away from the bond of time releases Meursault from the psychological and 
eiTK t^ional pain of expectation and memories. This keeps him a happy 
being all the time. 
According to Sartre, the limitation to the present situation means the 
lack of rational connection between events. “Each moment of the hero's 
life is completely separated from all others. No rational explanation is 




sometimes bizarre acts of Meursault" (quoted in Golomb 184). Meursault 
thinks the so-called rational mind meaningless. “I realized that I'd 
managed to get through another Sunday, that mother was now buried, that 
I was going to go back to work and that, after all, nothing had changed" 
(28). From the narration of Meursault, he has tried to struggle for reason. 
He tends to link his action with reasons. 
Then he said I wasn't a man. So I got down and I said to him, “All 
right, that's enough, or you'll get flattened." He said, “who by?” 
So I let him have it, and he went down. Me, I was going to help 
him up. But he started kicking me from off the ground. So 1 gave 丨 
him one with my knee and a couple of swipes. (32) 
The ;temi “so” is frequently used in the novel. Meursault intends to make 
t 
his actions make sense and be reasonable. For example, he helps 
‘ i 
Raymond to punish his mistress and lies to the police "because [he] had no I 
reason not to please him” (36). His effort to find reason turns out to be 
absolutely pointless. His explanation cannot provide any reasonable cause 
for his action. The term “so’’ functions as a connection of sequence rather 
than being explanatory in nature. When coincidence becomes the only 
explanation of events, life is absurd. His passivity to events is then seen as 
a result of despair of the lack of meaning of life. Iris Murdoch uses the 
i 
chai'acter Roquentin in Sartre's novel to illustrate the situation of Meursault, 
whose meaningless life tends to draw him into definite loneliness. 
The rationality and solidity of this world is a veneer, just as the 
rational classification and tame nameability of the world of objects is 
a veneer. Beneath the latter lies the brute confusion of the contingent 
I 
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world, and behind the former lies the non-rational, non-justifiable 
absurdity of the lonely consciousness. What is human and real is 
this lonely, empty aspiration. (Murdoch 136) 
As a result, Meursault just sticks to the basic need for a sense of 
concreteness in his life. In the story, he has never left out mentioning 
when he sleeps and what he eats. His feeling of being bored by the black 
suit and the decoration in his mother's funeral shows his attitude that 
sensual feeling has preceded meaning. Therefore, Camus is presenting a 
typical figure of an existentialist being. According to William V. Spanos, 
‘‘the existential philosophy is concerned with the personal commitment of 
this unique existing individual in the human situation. It attempts to codify 
the ihational aspect of human nature, to objectify nonbeing or nothingness 
and :See it as a universal source of fear, to distrust concepts, and to 
emphasize experiential concreteness" (Spanos 203). 
The factual description of the story reflects Meursault's direct 
character, which is regarded as odd by the society. Although the story is 
written from the perspective of Meursault, the narrator does not seem to 
exert any subjective judgment through the narration. Especially for the 
first part of the novel, where the background is left out and there are only 
nWe records of fact, without justification and explanation. The expression 
of time is also vague for Meursault does not perceive any sequence in the 
things that happen. “The extremely harsh portrait of the objective ethic of 
sincerity is thus ironic, ultimately exploding to reveal the unviability of 
unidimensionality in the realm of human emotions and intentions" 
(Golomb 185). The harmonious and factual description of the characters' 
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mind and action forms a weird simplicity. His inner feeling and his actions 
are perfectly unified, without any discrepancies. It does not seem that he 
refuses to share his feeling by keeping a distance from the readers. The 
generally harmonious atmosphere of his narration shows that he does not 
suffer from any psychological tension, this eradicates the possibility of 
deception. In a word, he is a person who behaves directly according to his 
feeling. It is this over-simple character makes him look out of place in the 
normal world. Also, his descriptions of factual details show that he is in 
his world of immediate experiences without much "cognitive process.” 
Just as David Sprintzen says “he is a naked man, in love with the sun 
which leaves no shadows" (Sprintzen 37). His inner feeling is already 
nakedly presented. It may be the over-simplistic character of Meursault 
) 
that Is not likely to be accepted. So the first person narrative only reveals 
the emptiness of the inner mind of Meursault. I 
Also, the emphasis on the first person narration creates a gap 
between Meursault's world and the external world, which labels his 
isolation. The first person narration represents the isolation of the 
protagonist as he is limited to his own perception. This will only "widen 
the gulf between what is happening and what Meursault thinks is 
happening" (McCarthy 156). When his narration is punctuated by "1 think", 
“1 believe”，“I notice", “I see”...and so on, Camus is reminding the 
readers that what is narrated is all within the perception of Meursault. It 
seems that he deliberately prevents readers from getting involved with 
Meursault. The use of indirect speech also distances Meursault from 
involving him with other characters. When the dialogues in the story have 
I 
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turned to indirect speeches, the story only becomes a testimony of 
Meursault. 
He announced that he wanted to talk to me about a project he was 
vaguely considering. He just wanted to hear what I thought of the 
idea. He intended to set up an office in Paris to handle that side of 
the business on the spot by dealing directly with the big companies 
and he wanted to know if I was prepared to go over there. (44) 
Throughout the whole novel, there is no complete conversations quoted in 
direct speech. And the use of direct speech itself is rare. Even when it is 
used, the conversation is broken by describing the second party's words in 
indirect speech. “‘Why marry me then?' she said. I explained to her that 
it really didn't matter and that if she wanted to, we could get married" (44). 
I 
As a result, the story is tightly stuck to Meursault's point of view. His 
monopoly in narrating the story makes him isolated from readers and other 
characters. Even when Meursault plays the dual roles of narrator and 
character at the same time, the emphasis of "Fs" experiences keeps the 
two roles separated and independent from each other. There is no sense of 
intimacy when Meursault is describing his own feeling. He describes his 
own words in indirect speech too. The narrator Meursault is treating 
himself as a separated party, distanced from even the experiences of the 
character Meursault. This further confirms the isolation of the protagonist 
for he treats himself as the "other". 
i Meursault's silence implies his selfish enjoyment of existence as a 
peaceful and independent individual separated from the society. Meursault 




moment I had the ridiculous impression that they were there to judge me" 
(15). Rather than sharing his view with people and pleading for 
understanding, he simply negates them by keeping himself silent. “I didn't 
want to have lunch at Celeste's as usual because I knew they'd ask me 
questions and I don't like that” (25). He intentionally avoids interpersonal 
conflicts so that he may be able to stay away from problems. Here, 
Meursault accepts the warden's suggestion although he does not really 
agree with him. He agrees to get married to Marie although he does not 
think it is necessary. Philip Thody comments that Camus intends to 
“recreate a world in accordance with the human ideas of balance, harmony 
and form” (Thody 16). A harmonious relationship keeps him in a favorable 
mood for sensual enjoyment. He has no ambition to get an intimate partner. 
Even Marie, his girlfriend, does not achieve good communication with 
him. He does not try to please Marie by saying how glad he is to marry her. 
Instead, he just says “I didn't mind but we could get married if she wanted 
to”（44). When she is terrified by the beating of the Moorish girl and 
refuses to eat, Meursault remains insensitive to her and shows good 
appetite to eat all the food. "Meursault's words bear witness to an interior 
distance: ‘I am never at one with men, not with things,' is what he seems 
to s'^y" (Kristeva 27). His life is so engaged in the instant feeling that 
sharing is already something redundant. He does not suffer from the 
isolation. In fact, he has no need to get recognition from other people for 
he has already derived satisfaction from present sensual enjoyment. It is 
fair to say that Meursault lives in a hole of his own and his refusal of 




Ill addition, his silence also reflects the distrust of social values and 
his determination to escape from it. He remains silent without speaking 
and engages in sleeping. Meursault is portrayed as a character who does 
not like to talk much. He keeps his words short and he intentionally avoids 
conversation and communication. 
At the same time he was lifting the edge of his cap with his right 
hand and wiping his head with a handkerchief with his left. I said, 
'Pardon?' he pointed up at the sky and repeated, ‘Pretty hot,，I said, 
‘Yes.’ A bit later, he asked, 'Is that your mother in there?' Again I 
said, ‘Yes,’ ‘Was she old?' I answered, 'Fairly,' because I didn't 
‘ know exactly. After that he didn't say any more. (21) 
I 
Robert David Gorchov believes that Meursault's silence is due to his 
i 
distrust of language. Meursault's instant feeling is the most direct access to 
reality. Language bears the risk of misinterpreting the reality. 
What it describes is 'reality', with which it presumably makes 
contact through words and concepts. But this 'real world' which 
‘ offers itself for description precedes language and provides no 
guarantee that words describe it faithfully; taken to its furthest limit 
S this unverifiability results in a denial of ‘reality,’ and leaves the 
mind with nothing. Since words and concepts are the only means 
available for making contact with reality, and since reality precedes 
1 language, the best description is, paradoxically, silence." (David 67) 
His silence also means his reluctance to communicate with other people. In 
the story, sleep plays a large part in his life. For example, at his mother's 
I 
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funeral, he is discomforted by being an important person: the only son of 
the dead among all the people. When people try to inquire after him, he 
feels the conversation is nonsense and simply falls asleep in order to escape 
from communication. “I slept almost all the way. And when I woke up, I 
found myself cramped up against a soldier who smiled at me and asked me 
if I'd come far. I said, ‘Yes，so as not to have to talk any more" (10). 
Since language plays a part in constructing the reality, it forms the society. 
So the distortion of language means the distortion of society also. His 
silence means his determination to escape from the trap of the society, 
where the values are no longer trustworthy. 
Because of the murder, Meursault's life has been raised from a 
private level to the public, that negligence and escape can no longer be 
•I 
acceptable. His silent life is disturbed by the murder of the Arab, which 
i 
exposes him to public judgment. Meursault realizes that the murder 
involves him in the confrontation of the society where he can no longer 
hide away. It was "...in that sharp but deafening noise, that it all started. I 
shook off the sweat and the sun. I realized that I'd destroyed the balance of 
the'day and the perfect silence of this beach where I'd been happy" (60). 
He is now bound to the society because the murder has put him to trial. 
Trie natural order is shattered. “If the metaphysical ground of the first part 
is cyclical nature, that of the second is historicized nature, nature 
subjected to the organization and interpretation of society" (Sprintzen 26). 
Through tracing out the intention of murder, his own habitual life in the 
first part of the novel is then re-evaluated and re-interpreted by the social 
values. They all contribute to build up the reasons for the condemnation of 
I 
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Meursault. “The cyclical time of a habitual life immersed in nature is 
transfigured by a single event. All later events now take on the meaning of 
either leading up to or following from it" (Sprintzen 26). As a result, 
Meursault no longer lives only in the present. Things that he has neglected 
in the past like reason, social expectation and memories all play a part in 
his life. Furthermore, Meursault is forced to explain his behavior during 
the investigation, he has to face the social confrontation that he is used to 
escape. Part two of the novel then provides a threefold comparative study 
of Meursault in the perspective of himself, in the perspective of the social 
values and in the perspective of Meursault's evaluation of the social values. 
The gap between Meursault and the social values has turned to a face to 
face confrontation of mutual criticism. 
：' First, Meursault is forced to play the game of the society: to live 
through language. That labels the first attempt to end his silent isolation by 
putting him in a social position. “I replied though that I'd rather got out of 
the habit of analyzing myself and that I found it difficult to answer his 
question" (65). He understands that his determination to isolate himself in 
his' world of tranquillity, in order to remain undisturbed, furthers violates 
the social norms, for this means his determination to go against them. 
xWards the later part of the novel, Meursault tends to speak more and 
m6re. "I'd occasionally feel tempted to intervene and my lawyer would 
always tell me, ‘Keep quiet, it's better for you,’’（95). His silence has 
been displaced by his voices. His determination to display his attitude of 
life and seek understanding from other people reflects his acceptance of the 
rules of the game. This shows his courage to confront the social 
I 
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differences rather than make a coward escape. This also allows him to see 
his case differently from the perspective of the society. Therefore, his life 
of passive reaction to sensual feeling has inevitably changed to active 
analysis of people's behavior and thoughts. Rather than recording the fact, 
the narrator's language in the second part of the novel abruptly changcs to 
be a sentimental, subjective and personal tone, which paves the way for 
his self-awareness through language. The use of uncertain terms such as “I 
think", has also shifted to more definite terms like “I was" and “I knew". 
This paves the way for his self-awareness. 
Meursault’s habitual life represents his determination of giving up 
choices. Jocob Golomb studies Camus's interpretation of absurd in his 
book In Search of Authenticity, Camus thinks that ‘“absurd does not 
liberate; it binds’... One can avoid the bond only by ‘philosophical suicide', 
that is, by grabbing on to something transcendent but illusory" (Golomb 
175). When things happened without cause, man loses the ability to create 
and manipulate. Meursault is portrayed as a person of no ambition. “He 
then asked me if I wasn't interested in changing my life. I replied that you 
could never change your life, that in any case one life was as good as 
another and that I wasn't at all dissatisfied with mine here”（44). The 
f 
repetitive habits of Meursault are considered as a kind of 'philosophical 
siiicide, since he gives up the painful choices and submits to a fixed pattern 
of life. For example, he is used to have lunch at Celeste's except for 
Sundays, he does not like Sundays. He dates with Marie on Saturdays, 
when they usually make love after a swim. In the prison, where he is 
deprived of living spaces, he keeps himself busy by developing another 
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habit of analyzing his behavior with reference to past memories and future 
expectations. "The world [of Meursault] was initially composed of natural 
and social habits-habits of things and of people" (Sprintzen 27). Meursault 
makes decisions reluctantly. This is shown in his habit-governed life and 
his large proportion of sleep. Habit is then seen as a part of his laziness; 
he is weary of attempting to interpret life in order to discover meaning. 
“Camus recommends acceptance and affirmation of life even if it lacks 
transcendent meaning. The solution to absurdity is not to escape to 
philosophy or suicide, but, rather to accept it as a given" (Golomb 174) 
"During the last few months 1 was sleeping sixteen to eighteen hours a day. 
So that left me six hours to kill with meals, my bodily functions, my 
niemories and the story of the Czechoslovakia!!”（77). According to Philip 
I 
t 
Thody, sleep may be regarded as an escape from consciousness and "a 
sign that [he] enjoys an enviable peace of mind" (Thody 23). 
In addition, habit shows that Meursault never attempts to revolt, he 
leads a life of habit so that he is adaptable to a different environment. The 
life of prison is a symbolic demonstration of the social constraint to 
Meursault. He is deprived of his freedom and he suffers from a tormenting 
desire for women and cigarettes. Even so, this does not mean that he has 
t 
^iven up his life of habit. If we think Meursault has given up his life of 
r 
iildependent sensual enjoyment, we should better say Meursault has 
developed another habit of thinking and analyzing. He simply hides 
“Anyway it was an idea of mother's and she often used to repeat it, that 
you ended up getting used to everything" (77). When he is able to face 
new environment by developing a habit of it, he has greater capacity to 
1 
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accept differences. Turning a hostile environment to a habitual acceptance, 
Meursault is never hostile to the society. He adopts an extremely passive 
attitude to changes in order to keep himself happy and free of tension. "He 
does not initiate event, he reacts to them, in so far as they affect him at 
all" (Masters 25). In the tension between him and the society, Meursault is 
definitely on the side of being suppressed. In a sense, the displacement of 
his habit of sensual enjoyment by analytical thoughts is a kind of 
punishment that the society imposes on him, which turns to bring his self-
awareness. 
Generally, Meursault is considered as an existentialist hero, who is 
victimized by falling into the trap of the society. Iris Murdoch interprets 
Sartre's existentialist hero to be a completely free individual like Meursault. 
"Sartre concentrates attention on the individual consciousness, and its 
i 
immediate mental behavior, and what emerges is a non-historical , non-
social , a n d non-determined individual (Murdoch 134). But it is not 
possible for a human being to be completely free, because they live within 
the society. Meursault's refusal to believe in God and his dislike of 
policemen shows his belief: he is living in a world where there are no 
constraints. 
I 
\ [Camus] claims that 'everything is permitted' does not mean that 
nothing is forbidden..,Having chosen to live in society - that is, 
having decided against suicide - the authentic hero is obliged to pay 
I the ethical price for his desire to live authentically, which may 
generate conflict with the public ethic. (Golomb 179 -180) 
It is not the God or policemen that keep the society in order, the real 
I 
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powerful force is the moral codes. “A moral concept then will be roughly 
an objective definition of a certain area of activity plus a recommendation 
or prohibition" (Murdoch 77). The existentialist world of Meursault 
includes a trap: the relationship between an individual and the society is 
mutual in nature. So man's self-indulgence does not mean that he can 
escape from the trap of the society, for the society is always there to Judge 
him and interpret him. 
Now that queerness becomes perversity, indifference 
metamorphosis into insensitivity, and passivity into calculated 
criminality. No longer will Meursault's life be allowed to follow the 
trajectory of inclination and habit. The socialized demand for 
coherence and purposefulness now takes control. (Sprintzen 30) 
Even worse, self-indulgence is only considered as a neglect of social 
values, that invites further social hostility and a challenge of convention. 
This is because men are by nature situated in history, because it is 
the sole agent which gives power to the moral codes. To Meursault, the 
trial begins with the wrong track. Rather than asking him about the murder, 
the lawyer forces Meursault to say whether he feels grief on the day of his 
mother's funeral. His lawyer starts the defense by seeking sympathy from 
lyieiirsaiilt's personality. Hence, historical elements are taken into 
consideration. “Again according to him, any man who was morally 
responsible for his mother's death thereby cut himself off from the society 
of men to no lesser extent than one who raised a murderous hand against 
the author of his days. In any case, the former paved the way for the latter, 
one act somehow heralded and legitimized the other”（98). The trial 
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dealing with the fact of murder has in fact become an accusation on 
Meursault's personality, that he does not act according to social 
expectation. "He is an 'outsider' because he acts in accordance with his 
sentiments in a society where it is expected that other considerations should 
govern one's behavior" (Masters 23). For example, his sensual enjoyment 
is seen as irrational and a fall of morality. His indulgence in smoke, drink 
and sexual activities with Marie puts him in a social stereotype of immature 
and immoral. He is viewed as a man who enjoys the excitement of 
wandering at the verge of socially prohibited activities. This paves the way 
for the hostile treatment of Meursault. So men are recognized as part of the 
society for they share the same social norms, which are considered as the 
accepted values by the majority. As these norms are developed from their 
.1 
culture and conventions, they carry the authority to shape the individual's 
behavior and value judgment. Gradually, they become the “rules” tying 
people to the society, formmg another convention. When most of the 
people who are brought up under the same social structure share the same 
norms, those who neglect the rules are considered as traitors to their 
society. In a word, "conventions [only] reduce man to the status of an 
automaton" (Falk 57). In order to secure their status as acceptable and safe, 
《；society must either obtain his complicity or his destruction" (Sprintzen 32). 
It is fair to say that men are thrown into the power relations of individual 
and society, where to conform seems to be the only way to survive. Here 
Meursault's behavior is considered as out of track, out of normal 
expectation as he does not live according to the convention. Thody 




tendency: he is obsessed with trivial minutiae while remaining totally 
indifferent to matters which most other people would regard as being of 
considerable importance" (Thody 19). Obviously, the authority of this 
comment comes what “most other people" think and do, that is, a 
judgment from the conventional values of the society. Therefore, moral 
codes are only a kind of social expectation strengthened by convention. 
His unrecognized act draws him to the constant tension of self-will and 
social expectation. "He does not 'live by the rules'. He does not think like 
ordinary people...we must treat him as a traitor to the human community, 
and make him pay for his transgression" (Sprintzen 29). 
Ironically, the so-called moral codes strengthened by the convention 
如 proved to be hypocritical when compared with Meursault's attitude of 
•I 
life. As mentioned before, the lawyer does not directly deal with the case 
of murder but Meursault's personality. This reflects the society of the 
inauthentic where sympathy plays an important part in influencing the truth. 
When Meursault says he wished his mother had not died, the lawyer 
"didn't seemed pleased. He said, 'That's not enough'"(65). Clearly, the 
lawyer is giving him pressure to act according to the social expectation. 
However, the moral codes only reveal the hypocritical side of the society, 
t o r example, “Society demands a display of sensitivity" (Masters 29). 
Meursault loves his mother. Although he does not show that he loves her, 
we can feel it when every trivial incident reminds him of his mother. He is 
accused of smoking and not crying in his mother's funeral. This reveals 
the ridiculous idea that the society tends to judge a person's emotion and 
affection by his behavior. The former is a vague concept while the latter is 
I 
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concrete. Also, the lawyer guides him to say according to social demand. 
“He made me promise not to say that at the hearing, or in front of the 
examining magistrate" (65). It seems as if Meursault has to play a drama in 
front of a group of target audience. In this case, the truth no longer matters. 
“Then he asked me if he could say that I'd controlled my natural feelings 
that day. I said, 'No, because it's not true，” (65). The lawyer even asks 
him to deceive in order to affect the judgment of the jury. This simple 
episode reveals the hypocritical nature of the society, that even the official 
judgment involves deception. This becomes the greatest attack to the 
social convention. The moral codes, then, which grow from the social 
convention, are not at all trustworthy. 
’ In fact, Meursault's refusal to take advantage from language shows 
I 
his loyalty to authenticity at the expense of his life. When he is asked to 
i 
explain his behavior and thoughts, he is engaged in the process of 
reconstructing his memories because all the clues for the crime are all 
happened in the past and stored in his memories. They lack immediate 
effect. This means that he is given the chance to take advantage from 
language in favor of himself. After all, a trial by nature depends on the 
arguments of the barristers. That means whether Meursault is proved 
guilty or not depends on the witnesses, lawyers and Meursault's own 
Verbal interpretation of reality. The second part of the novel is, in fact, a 
game of language. First, there is only the testimony of witnesses who 
. • I 
accuse Meursault, other physical evidences are absent. Second, the 
judgment of the murder fades out while his personality is taken into 
account. It is clear that other people tend to accuse him of being immoral, 
i 
85 
“Every incident which Meursault experiences in innocence during the first 
part of the book is re-interpreted in the second part as overwhelming 
evidence of his guilt" (Thody 27). It is fair to say that Meursault is under 
the mercy of language in his trial. "It reaches a climax in the speeches of 
the two lawyers, one of them painting Meursault as a monster, the other as 
a dutiful son. The defense lawyer uses the "I" form which robs Meursault 
of any personal existence" (McCarthy 161-162). When Meursault gives his 
own testimony, he gives up the only possible chance to save himself by 
interpreting his memories according to the moral codes. “Moral words 
come into the picture because we not only make choices, but also guide 
choices by verbal recommendations" (Murdoch 77). In a word, he invents 
fiis memories as a confirmation of his principle: loyalty to truth. In the 
prison, Meursault develops a habit of analyzing his thoughts with 
i 
reference to past memories and new inventory, in order to justify his 
thoughts and behavior. "And the more I thought about it the more things I 
dug out of my memory that I hadn't noticed before or that I'd forgotten 
about” (77). He does not only retrieve his memories, but also interpreting 
tliem by in a particular attitude: he is always true to himself. "When he 
comes to locate himself in a linear historical world, which location is the 
precondition of his being able to take personal responsibility for his life" 
(Sprintzen 27). The part that Meursault does not notice before maybe his 
sincere attitude to truth and his innocence. This is, in fact, the first self-
awareness of Meursault. 
Being condemned by the society, Meursault is seen as an innocent 
victim whose only possible way to rebuke is through his death, 
i 
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Meursault's death brings the greatest attack to the society: the society is 
too deteriorated to afford to face the truth (Masters 30). On the surface, 
Meursault is the victim. A deeper understanding shows that his innocence 
makes him an admirable figure who should not belong to this world of 
hypocrisy. “He is innocent in the sense that he is harmless, unaware of the 
injury which his truth might do to himself or the discomfort which it might 
cause others" (Masters 28). He is never hostile to anyone. He shows no 
sense of blaming Raymond, who indirectly causes his murder by involving 
him in the disputes and the fight. When Raymond tries to distance himself 
from the problem by clarifying his relationship with Meursault as his 
"mate" (92) rather than friend, Meursault just plainly admits the fact. Also, 
people find it ridiculous when he further confirms his socially unacceptable 
I 
behavior in the trial. 
The old man looked embarrassed and said, M know it was wrong. 
But I didn't dare refuse when the gentleman offered me a cigarette.' 
Finally 1 was asked if I had anything to add. ‘Nothing/ I answered, 
‘except that the witness is right. It's true I offered him a cigarette.‘ 
‘ (87) 
He is putting his life at risk for the confirmation of truth. Being a person 
Who leads a simple life of sensual pleasure, Meursault has a limited 
if-； 
horizon of his own. He used to think that he is just a commoner. “He 
didn't understand me and he rather held it against me. I wanted to assure 
him that I was just like everyone else, exactly like everyone else" (65-66). 
In this way, he cannot be viewed as challenging the society deliberately, 




Through the first person narration, Meursault comes to understand 
the gulf between his perspective and the social one. He interprets both the 
ideas of himself and other people. Here he comes to realize his misfit in 
the society. It is only when he finds how other people misunderstand him 
that he realizes the social values imposed on people. He understands that 
he is not only a criminal，but also an outsider. “For the first time in years, 
I stupidly felt like crying because I could tell how much all these people 
hated me”(87). He comes to realize that his own belief of natural 
circumstances and his sensitivity to the sun do not work. When the 
examining magistrate asks him why he pauses between the first and the 
other four shots. He remains silent. ‘‘[He] does not how to answer" (67) 
J 
labels his first realization of the different values held by the society and 
1 
him. Living in the noisy prison, Meursault's thinking is continuously 
interrupted by other noises. "But at the same moment, and for the first 
time in several months, I clearly heard the sound of my own voice" (79). 
The revival of his own voice means his determination to follow his own 
will Towards the end of the trial, Meursault shows a step further to a more 
concrete and definite answer of his real feeling, as he explains his murder 
I 
W "by chance" (85) or even ‘‘because of the sun" (99). It sounds stupid, 
,‘；i 
though. 
Though he does not condemn social oppression, nor tries to fight it, 
lie denounces it through his quiet refusal to conform to the defiant 
attitudes one expects of him. One realizes that he is an indifferent 
man and is intractable in his respect for truth. On this point he 
I 
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exhibits a surprising and even heroic firmness since in the end it will 
cost him his life. (O'Brien 21) 
Meursault does not die in innocence, he fully understands his situation in 
the world before he dies. “He obviously recognizes the difference between 
truth and falsehood, but it is a distinction which he makes for himself, not 
in accordance with an imposed moral code" (Masters 28). His acceptance 
of death proves his loyalty to his belief of natural feeling and circumstances. 
Meursault remains happy when facing death because of the sense of 
achievement he derived from death. The condemnation "lead[s] Meursault, 
the adult, from an at least minimally plausible unawareness to a relatively 
hastened awakening of consciousness within the short span of the 
accountable time in the story” (Falk 80-81). Towards the day of execution, 
r 
lie has many new experiences when he says “for the first time". For 
example, he realizes different kinds of love of human beings. His first 
attempt to kiss Celeste shows realization of real friendship. He is grateful 
for his attempt to help him by emphasizing the murder as a “mishap’，. This 
breaks the readers' expectation that his closest friend is Raymond, who 
just spends time having fim with him. His love for Marie is also raised 
from the level of sexual desire to warm affection. “For the first time in 
，. 
^ges I thought of Marie. She hadn't written to me for days on end. That 
f：' 
Evening I thought it over and I told my self that she'd probably got tired of 
being a condemned man's mistress. It also crossed my mind that she might 
have been ill or dead" (110). His sensitivity to other people's feeling and 
the attempt to think from other people's perspectives have not been shown 
before. This labels his first attempt to see himself from the third person 
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position. He is also excited by the fear that he has never experienced 
before. Threatened by the horror of death, he comes to realize how much 
he loves life just before he is about to lose it. Yet, these experiences do not 
bring him a new understanding of life or profound change, but a 
confirmation of his belief. Understanding the tension between himself and 
the society, he feels that he is trapped in the society where he feels out of 
place. "That was how I explain the peculiar impression I had of being out 
of place, a bit like an intruder" (82). His interprets his death as “a debt 
owed to the society" (105). Only through death, can he be released from 
this tension. More importantly, that "I'd been right, 1 was still right, I 
was always right...It was as if Fd been waiting all along for this very 
moment and for the early dawn when I'd be justified" (115). Like before, 
J 
he does not have any expectation for his death but just accepts it as natural. 
“I found that quite normal just as I would quite well understand that people 
would forget about me once 1 was dead" (110-111). His stress on his 
happiness in the last moment of life as he derives a sense of achievement of 
justifying his choice of sacrificing his life for truth. ‘Td been happy, and 
tfiat 1 was still happy" (117). 
‘ The portrayal of the beautiful scenery of Algeria reflects 
} 
Vleursault's love of life, its true images. In a 1938 review of Sartre,s 
Nausea, Camus holds his principle for writing a novel: “a novel is never 
anything but a philosophy put into the images. And, in a good novel, the 
whole of the philosophy has passed into the images" (Quoted in Golomb 
170). Nature and Meursault's life are closely linked. Nature provokes 
Meursault's passion and also crime. First, for a person likes him who 
I 
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limits his life to the present, the only company who is able to remain in a 
stable relationship with him is the Nature of Algeria, the sky, the land, the 
sea and the sun. Human relationships may involve conditions. He is made 
to involve himself in marriage because of his sexual desire for Marie. The 
sharing of cigarettes and drink with Raymond involves him in the 
punishment of the Moorish girl. But the physical nature exists together 
with Meursault. It is fair to say that the relationship of nature to Meursault 
is far more intimate than with any people or things, because Nature is 
always present and undemanding. Also, physical nature represents life for 
all creatures. Sun and air are the two basic elements for lives. They give 
Meursault a vivid sense of life and ensure his existence. And among the 
nature, “the sun is equated with the protagonist's whole life purpose" (Zyla 
r 
and Aycock 42). Meursault is viewed as the sun-worshipper (McCarthy 
160). He feels the comfort of existence when he sweats and feels dizzy 
under the sun. Blinded by the sun, he tenses up and clenches his hand 
round the revolver and fires. To Meursault, nature is also the best 
explanation of incidents in the absurd life. His murder of the Arab is seen 
as a natural reaction to the stifling heat and the blazing sun. It is a natural 
ttlease of physical tension under the intense heat of the sun, so it is 
Ineaningless to give explanation. Also, when he is deprived of the light of 
广 
the sun in the prison, he keeps close to the sun by the consciousness of its 
heat. His acceptance of the death penalty strengthens his will to identify 
with the nature without regret. In a word, he is bound to it for life and 
death. 
However, his sensual enjoyment is seen as irrational and a fall of 
i 
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morality. In the first part of the novel, smoke, drink and making love to 
Marie are all enjoyable activities to him. "His desires lack premeditation or 
foresight. They are spontaneous responses to sensuous qualities and reflect 
little if any conceptual interpretation or social propriety" (Sprintzen 24). 
From a general perspective of the society, his enjoyment of sensual 
elements brings out a youthful image of Meursault who is immature, and is 
eager to be stimulated by the excitement of "adult activities." He is 
understood as a character who enjoys the excitement of wandering at the 
verge of socially prohibited activities. The treatment of Meursault as a 
rebellious youth foreshadows the murder. At the same time, he has been 
condemned as challenging and denying the moral values. For his behavior 
does not involve any of them. Hence, his enjoyment of these activities is 
considered to be irrational, immoral and a humiliation to the society and 
culture. This paves the way for the hostile treatment of Meursault by the 
society. 
In a word, Meursault，s death is a promise of authenticity. First, he 
obtains a sense of achievement for he has successfully secured “a truth that 
involved rejection of normalized hypocrisy • the truth of being and feeling" 
(Sprintzen 35). Second, he remains happy in the last moment of life not 
because he has hope for death. It is rather that he has a carefree acceptance 
of it as natural. Although his death does not fill the gap between him and 
the society, “the condemnation frees Meursault from the burdens of 
individuality and conscience, and return to a precivilized innocence" 
(Sprintzen 37). His wish for the crowd to greet him with hatred shows his 
satisfaction of being a stranger in the society where the moral corrupts, and 
I 
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Conclusion: The Helplessness of Life 
The novels study death through different approaches: the 
existentialist and absurd approach study death from an external perspective 
relating to historical and cultural factors; while the psychoanalytic approach 
discovers how the internal psyche of an individual affects his behavior. 
They generally bring out the general picture of the powerless, lonely and 
habitual lives that people are leading. This basically results from the 
tensions in human relationships and the individual's conflict with the society. 
So it maybe concluded that once men are bom, they are trapped in a 
situation of tension. In a life that is completely hopeless, people seek 
psychological relief only through fantasizing death. In this chapter, I will 
'I 
focus on the comparison of the novels in dealing with death, concentrating 
on human relationship and the individual's relationship with society. 
The three novels interpret death in its physical, psychological and 
philosophical aspect. In Getting Used to Dying, death is understood in 
psychoanalytic aspect. It is the death of mental self rather than the physical 
body. As the self of the protagonist has split into physical based and mental 
based, the death of the split self means the imbalance of psychic state, 
wliich leads to psychological distortion of the protagonist. So death in this 
novel serves as an explanation for the abnormal attitude of the protagonist. 
Mahne Dies defines death philosophically. The blank page at the end of the 
novel represents the death of the writer. In a word, it means the inability to 
write and invent stories. In Samuel Beckett and the end of Modernity, 
Begam raises the question of "whether the author has died at the end of the 
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novel, since at various points the narrative raises the possibility that he is 
already dead...What is more, even if we assume that Malone is not dead, 
there is little reason to think that the last blow succeeded in killing him where 
the first blow failed. As Malone expostulates in the final pages, 'My story 
ended, I'll be living yet'" (147). The story does not confirm the physical 
death of the narrator. The only thing we are sure is that the narrator 
undergoes the death of philosophical mind, that is, the ability to think, 
create and analyze. Among the three, Camus's Outsider studies death in a 
conventional way. Meursault is to be killed through the capital punishment. 
Death here refers to both the physical and spiritual extinction of man. 
The three novels all adopt a pessimistic view that men are bom in 
crisis. So does this suggest that the only way for people to get rid of the 
I 
crisis is death? Among the three, only Camus gives a definite answer to the 
question for Meursault feels happy and satisfactory at the moment when he 
is executed. As mentioned before, his wish for people to "greet [him] with 
cries of hatred" (117) shows that he feels proud with a sense of achievement. 
Existential belief puts man in an opposite situation to the society. After 
Meursault has been put to trial, he is in a situation of being condemned, 
being deprived of physical freedom, being criticized and being manipulated. 
It�seems that only when Meursault is in the execution hall can he gain an ，;i 
r 
upiper hand over the society. He enjoys the sense of superiority with a crowd 
of people surrounding him, crying to him. He feels himself important for he 
draws the attention of all the people. Also, he presents the noble spirit of a 
man who is faithful to truth regardless of external pressure. He has won the 
battle over the society, because the society fails to change him. The tension 
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between him and the society does not end with his death, but is further 
confirmed. So death does not exactly solve the problem, it successfully 
helps him to escape from it, though. But in Malone Dies, even escape is 
impossible. Death does not take Malone from the painful situation. The last 
part of the novel concludes the miserable life of the narrator through 
repetition of words. The repeated use of the words from "will not" to "or" 
and finally "never" represents the three stages of struggle. The phrase "will 
not" shows the failure of working out any possible solutions. Every trial 
ends in error. Then, the repetition of the word "or" shows that Malone is still 
wandering in uncertainty. And finally, "never" gives an absolute tone of 
complete hopelessness. 
� Lemuel is in charge, he raises his hatchet on which the blood will 
t 
j never dry, but not to hit anyone, he will not hit anyone, he will not hit 
anyone any more, he will not touch anyone any more, either with it or 
with it or with it or with or 
or with it or with his hammer or with his stick or with his fist or in 
thought in dream I mean never he will never 
‘ or with his pencil or with his stick or 
or light light I mean . 
never there he will never 
never anything 
there 
any more (289) 
Lamuel loses direction. He struggles till the last minute without coming up 
any clues to free himself from this state. He dies in pain for he realizes that 
1 
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he has overestimated death. Originally, he tells story for fun. Death only 
means a termination of the game, which sets the time limit. At the same 
time, he carries an expectation that things will come to a final settlement 
I 
when death comes. The expectation is crushed by the fact that physical 
death of one's body is only a natural phenomenon, without any significance. 
In the world of absurd where there is no direction and logic, no beginning 
and end, philosophical mind does not exist, leaving no room for analysis 
and searching. This brings out the most pessimistic view of death that it 
cannot release man from the trap of the absurd world. 
The Chinese novel Getting Used to Dying gives a moderate attitude to 
the function of death in getting man out of crisis. As mentioned before, the 
pain of the protagonist comes from the imbalance of the physical self and the 
mental one. Death of the split selves, at the same time, means the 
reintegration of them. This ends the suffering of the protagonist by 
achieving a balance of body and soul. However, death is not only a natural 
phenomenon in this novel. It is greatly related to the socio-political 
environment. Since the split of social values gives rise to the split of selves, 
the death of the split selves depends on the changes of social values and the 
{personal effort of the protagonist in standing against the social authority. So 
1 
iin this novel, death is not a means to get rid of the crisis of the society, but 
ah end, a result when the unhealthy social values have been corrected. 
Death merely represents a hope in this novel. 
I The protagonists in the three novels tend to escape from 
consciousness by leading a habitual mechanical life. Consciousness is a pain 
to them. This is proved by the calmness of the physical self and the fear of 
I 
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the mental self in Getting Used to Dying. Consciousness is only available 
in the mental self, which is constantly threatened by the fear of being 
punished. The physical self, on the contrary, leads a mechanical life 
fulfilling the basic desire of sex and food. The denial of consciousness 
shows a kind of defense mechanism escaping from the realization of the 
feeling of being deprived, repressed and threatened. On the other hand, 
consciousness is the essence of life that is not likely to be abandoned. "T 
speak out of my absolute subjectivity in such a way that I can never turn 
round and look at my "I". What I would, see were I able to do so, would be 
consciousness, that is, nothing" (Butler 88-89). 
Malone's writing originally aims at killing his own consciousness. "I 
wonder why I speak of all this. Ah yes, to relieve the tedium" (195). The ‘ 
p 
consciousness of his present situation is nothing but tedium. The stories he 
told are considered as displacement of his own consciousness. However, he 
"continues to exert himself as an invisible force throughout the rest of the 
novel" (Begam 130). There are leakages of self-consciousness and even the 
characters he created are only considered as his double. The stories are 
proved to be only mental journeys of Malone, he inevitably and eventually 
comes back to the painful realization of his situation. "Sartre concentrates 
Attention on the individual consciousness, and its immediate mental 
r 
behavior, and what emerges is a non-historical, non-social, and non-
determined individual" (Murdoch 134). Although he is engaged in the 
mechanical writing and the inventing new stories, these activities only 
further confirm his conscious mental activities. Butler explains Sartre's term 
that "consciousness can have itself as an object, it 'reflects' itself (Butler 81). 
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So "the amputations, the paralyses, the reductions, the isolation, the 
darkness, the silence and the mid of Beckett's mature fiction is the babble of 
a freely projecting consciousness" (Butler 88). 
Rosemarie Jones does not think that Meursault's routine life of work, 
eat and sleep means the denial of mind. She thinks that Merusault's mental 
state of consciousness and awareness is described in physical terms. She 
argues that "if man were body alone, he would be unable to reflect upon his 
bodily experience, and the sensory experience alone would amount to little 
and would vanish without trace. Then he would not even be aware of the 
sensations he was experiencing" (Jones 11-12). So Meursault is just 
"denying the part of mind that plays the role of recoding and judging 
experience and in reflecting upon it" (Jones 11). This is regarded as a weak 
behavior trying to escape from the confrontation of his own values and the 
society's: 
...he live[s] with simple habits and intensely felt pleasures without 
self-scrutiny, without concern for appearance, without care for right 
or wrong; where he could be what he was without pretense and 
‘ without the fear of not recognizing his face distorted by the pain of 
ongoing for freedom and by the sorrow of the awareness of 
V deprivation. (Falk 114) 
� The three stories show that man tend to be selective in being conscious 
of their present situation. They are only willing to revive full consciousness 
when the situation is acceptable for them. The protagonist in Getting Used 
to Dying finds security and emotional support from romantic love and 
national love. The selves are reintegrated when he finds that to live is not 
1 
99 
solely a painful experience, but a warm feeling of love. Similarly, in The 
Outsider, Meursault revives his own judgment at the end of the novel when 
he feels that he has gained an upper hand over the society. 
If this faith and the life he lived by it intuitively have evoked nothing 
but scorn, detestation, and even horror in men who sat in judgment 
over him, he himself feels that it was this condemnation, exclusion, 
and contempt that has awakened him to the realization not only of 
being a stranger but of wanting to remain one; and that he needed the 
hatred of others to keep the consolation of his belief in his loneliness 
among men. (Falk 116) 
In this case, men live under the mercy of the external environment, 
tHey are being manipulated without power and creativity. Men are bom 
guilty under the social environment in the novel Getting Used to Dying. 
Since the social authority shapes men's activities, men are bom to be 
manipulated. The Chinese social values of praising the spiritual life and 
denying the physical need of human beings condemn every man to be guilty. 
The strict control of the government over people makes it impossible for 
men to be creative and powerful. Any activities and thinking without the 
approval of the social authority are considered to be a rebellious act against 
tke society. Since men's creativity and power are controlled and suppressed, 
life is only a passive reaction to the social expectation. The situation of 
Meursault is even gloomier: he is condemned not by a concrete authority, 
but the general social norms. 
Camus equates his awareness then with innocence, so profound was 
the darker knowledge of suffering that came with the war: 'Where was 
I 
100 
innocence? Empires were crumbling, men and nations were tearing 
at one another's throats; our mouths were dirtied. Innocent at first 
without knowing it, now we wete dirtied. Innocent at first without 
knowing it, now we were unintentionally guilty: the more we know, 
the greater the mystery. Unintentionally guilty of what? Of believing 
that innocence could forestall atrocity? Of living through the horrors 
that destroyed others, like Lifton's Hiroshima survivors? Of failing to 
distinguish between common mortality and the menace of 
inappropriate death? (Langer 123) 
But his innocent guilt proves that men are bom in the trap of power relations. 
The power structure exists in the world where men have no way to get rid of 
it.' Again, life becomes a passive conforming to social values. The situation 
I 
in^ Malone Dies is even worse when Malone suffers from a strange sinful 
feeling without cause. Worst still, the sinful feeling cannot be removed by 
punishment. "And truth to tell the ideas of guilt and punishment were 
confused together in his mind, as those of cause and effect so often are in the 
minds of those who continue to think" (240). The guilty feeling cannot be 
treated in a logical way. Malone's endless writing and invention are then 
understood as an attempt of self-rescue, in order to find a way to relieve 
riom the guilt feeling. His desperate search for control and creativity is a 
di'amatically different attitude from Meursault. Leading a life of isolation, 
Meursault shuts himself in a world ofhis own. Murdoch thinks Meursault's 
determination to alienate himself is because he has clearly perceived the 
absurd nature of the world. 
The world of human relations [in Camus's first novel, The Outsider 
I 
101 
reduces to its absurd condition, with its meaning removed... the 
characters and the universes with they inhabit are made excessively 
transparent. We can see a little too precisely what is being done. 
These people are appealing, but they are never enchanting - and the 
worlds in which they live are without magic and without terror. 
(Murdoch 114-115) 
Meursault understands the world as simple, and too simple so that he rejects 
the possibility of hope. Because of that, he gives up struggling and leaves 
himself in peace. He refuses to admit the fact that the world is absurd. He is 
using rational means to find solution in the irrational world. 
The situation in Malone Dies is considered to be the most painful among 
thfe three novels since the world is too complex. Ideas in the mind and the 
r 
characters' identities are overlapping, interjecting and displacing. So there 
\ 
is not even a target for his endless searching. What does Malone want to get 
from his writings? It may be his identity, the goal of life, the way to relief 
from guilt feeling, the proof of his own personal power and ability...and so 
on. Unlike the situation in Getting Used to Dying, where the Chinese 
ideology represents the source of suffering; the world of Malone Dies has no 
origin of uneasiness. The sense of bom guilty is even more intense. Butler 
explains the horror of the absurd world that Malone is inhabited is the 
absolute freedom, where men are forced to choose, but their initiative in 
creating and choosing will definitely be in vain. (Butler 88-89) 
i The failure to save men out of the absurd situation through the 
religious explanation reflects the disintegration of the traditional Christianity 
values in the age of atrocity. Beckett and Camus adopt a religious metaphor 
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that the Original Sin is being bom (Alvarez 61). Malone speaks in a 
Christian voice in the beginning of the novel. "Perhaps I am wrong, perhaps 
1 shall survive Saint John the Baptist's Day and even the Fourteenth of July, 
festival of freedom" (179). This reflects the conventional attitude of 
Christianity that men will survive as they are protected by the power of God. 
However, Begam says that the solemn and respective image of God is 
challenged when Beckett portrays the Christian figures with humor. For 
example, the name Macmann is literally means "Sons of Man", suggesting 
that he functions as a Christ figure. The figure is underscored when he is 
caught in the rain far from shelter: 
And just as an hour before he had pulled up his sleeves the better to 
� clutch the grass, so now he pulled them up again the better to feel the 
rain pelting down on his palms, also called the hollows of the hands, 
or the flats, it all depends. (242-243) 
Here the water plays a role of Christian purgation. But "it is a mock passion 
[of Christianity], plays out by a hobo-Christ who has lost his umbrella, a 
messiah who is literally all wet" (Begam 137). Also, Molloy is another 
Cfiristian figure as Malone focuses on describing her crucifix-shape tooth 
arid earrings. In the story, she gradually fades away and dies. This is a 
I , 
tlietaphorical representation that the importance of Christian belief to people 
.’.乂 
is�fading. People realize that their loyalty to Christianity is nothing but dying 
passion. The Christian figures are portrayed as impotent. 
Meursault's refusal to believe in God and his growing annoyance 
towards the chaplain show an even more violent attitude against religion. 
Braun describes Camus as an anti-Christian. His giving up of religious 
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support when facing death carries two virtues: 
One is lucidity and the refusal of illusion (mainly of what he regards 
as the Christian illusion, that of a Providence and of an eternal 
life)...The second virtue involved in acceptance of ultimate 
nothingness is generosity, the readiness to give up what is most vital, 
and face utmost denuement [detachment]. (Braun 23) 
This shows that men give up seeking psychological comfort from religion. 
"Both Camus and Beckett think of god as, at the most, silence and absence 
and, at the least, non-existence. They both talk about him, yet do not 
believe in him and do not want him" (Aycock and Zyla 68). The novels, 
therefore, reflect the breaking down of the original western culture. 
Conventional western civilization mainly lies on three cultures: Greek 
represented by Plato and Aristotle, who emphasize on logic and science; 
I 
Latin/Roman culture that emphasizes on law, organization and control; and 
Hebrew and Christianity that relies on God and love. After confronting the 
death and casualties in the two World Wars, people awaken that these values 
are not valid enough to explain their sufferings, nor can they save 
themselves from the painful situation. The distrust of social values result in 
social disillusionment (Freud 14). 
S. Despite this, none of the protagonists committed suicide, they make 
1；.； 
c；' 
the most of living experiences. This shows "man's strength and will in the 
face of the bleakness of his plight, in the face of the absurd" (Aycock and 
Zyla 69). Malone's endless babbling shows his desperate search from 
language till the last minutes. In this case, he has never lost hope in the 
world. Although Meursault gives up hoping, he rejects suicide. This 
I 
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reflects the existentialist emphasis on the experience of existence. Life 
itself is an experience. "The absurd becomes the creative tension in man, his 
revolt, his projection into life rather than away from it. Suicide is rejected in 
favor of revolt" (Aycock and Zyla 61). Quite to the contrary, the protagonist 
in Getting Used to Dying has experiences in suicide. However, it does not 
seem that his ultimate goal is to die, but to be close to death, and relieve his 
psychological tension through the near-death experiences. In an 
environment where basic human need is sinful, life is sinful. The 
protagonist engages in illusive experience of death in order to lessen the guilt 
feeling. "Man's very survival depends on his determination to resist the 
temptation of nothingness" (Langer 133). The three novels all show effort in 
esfcaping despair despite the anguish of surviving. In the age of atrocity, 
survival provides a chance to leam to live as well as to die. 
Being thrown in the world of absurd, the three novels deal with the 
theme in different ways. In The Outsider, Camus uses rational means to 
discover and analyze the absurd. He divides the novel into two parts which 
the first one provides evidence for the condemnation. This structure also 
clearly presents the changes of Meursault, from an isolated selfish being to a 
person who is willing to understand more about the society. So the analysis 
Meursault's crime shows a rational and logical approach to prove the 
absurd relationship between human being and the society. While in Malone 
Dies, Beckett tends to present and interpret the absurd rather than analyze it. 
He uses language to represent the human world. The chaotic narration and 
the fragmentation in the grammatical structure show the break down of rules 
of language and forms of writing, which represent the break down of logic 
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ill the society. Beckett goes without method and logic. This is, no doubt, 
a direct presentation of absurd to our sensibilities. The feeling of absurd is 
not so strong in Getting Used to Dying, as the protagonist gradually revives 
his human feelings and values. But we must not neglect that the suffering of 
the protagonist comes from the social prosecution of human nature. It is an 
absurd environment since a complete human nature of mental and physical 
self is prohibited to exist. Henceforth, absurd lies in the social values. This 
is a great contrast to the world in Malone Dies, for the narrator in the former 
novel suffers from restrictive social constraints and the one in the latter 
suffers from too much freedom. This once again confirms the misplaced 
feeling of men, which they fail to find an appropriate place in the world to 
settle themselves. "[The protagonists in the novels] are all the descendants 
•j 
of battered rationalism and positivism forced by the realities of an unhappy 
age to come to terms with the absurd" (Aycock and Zyla 68). 
Although the novels do not seem to suggest a concrete solution to 
survive in an easy manner under the absurd world, it definitely suggests that 
love serves as a temporary relieve from the pain. This is clear in Getting 
Used to Dying that the love for the country and the protagonist's mistress 
revives his feeling of a complete person, putting an end to the split of selves. 
Also, Meursault is constantly in love with the Algerian Nature, that keeps 
his habitual, routine life of physical existence refresh and passionate. Both 
Malone and his created character, Macmann, they show a feeling of 
loneliness and annoyance for they are both abandoned by their lovers. It is 
fair to say that the isolation, deprivation, helplessness and loneliness that 




problem: the loss of love. Camus tries to account for the problem by 
relating to a general atmosphere of distrust and disappointment after the two 
World Wars. In the Nobel Prize speech, Camus says that the contemporary 
literature represents the world of hopeless we are living in. 
All of us, today, are dying of [the misery of not loving]. This is 
because blood and hatred lay bare the heart itself; the only demand for 
justice exhausts even the love that gives it birth. In the clamor we live 
in, love is impossible and justice is not enough. Is love a luxury in an 
age of atrocity, a distraction from the immediate task of inventing a 
more human idea of justice to rescue men form the injustice of history 
and institutions? (Quoted in Langer 123-124) 
、：: The three novels suggest that men tend to be buried in their own 
civilization. As the novels that come from three different cultures suffer 
from similar problems of absurd, they show that men are trapped in an 
universal environment of absurd. However, the realization of the absurd 
nature comes from the individual's tension with the society. Since the 
society represents the human civilizations that are built up by individuals, 
men are digging their own graves. The social institutions and authorities that 
men develop deprive them of basic human nature, like love. They pollute 
！ ‘ 
tHe simplicity of human nature with hypocrisy and complexities. Death in 
the novels, is understood as a painful situation that men are lost in the 
labyrinth. The writers write not only to represent the actual world, but also 
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